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Zuzendaria: 
Yaiza Hernández Velázquez
Liburu hau “Aktak” –Monteher-
moso Kulturuneko programazio 
barnean egindako mintegi eta 
ikastaro desberdinak jasotzen 
diztuzten argitalpenak– proiek-
tuaren partea da. 2010eko aben-
duaren 3 eta 4an burututako Inter/
Multi/Cross/Trans. Artearen teoriaren 
eremu ezezaguna kapitalismo akade-
mikoaren garaian izeneko ikasta-
roan egin ziren txosten desberdi-
nen bilduma hain zuzen ere.
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Montehermoson urtero eskain tzen diren “Artea eta ikerketa” bekak 
eslei tzeaz ardura tzen den epaimahaian parte har tzeko gonbidape-
na jaso nuen 2009ko udaberrian, Xabier Arakistainen eta Beatriz 
Herráez-en eskutik. Garai hartan, jada hi tz egin genuen –harridura 
ku tsu batez– i txuraz ordura arte existi tzen ez zen arazo batek bat-
batean sortutako jakin-minaren inguruan: “ikerketa artistikoa”1 
FGTKV\QPCFGƂPKV\GC7TVGDGVGIGTQCIQDGTTK\DKNFWIKPGPGVC
JQTTGPQPFQTKQ\RQUKDNGK\CP\GPCTIKVCNRGPJCWGIKVGC7PGJCT-
tan, bazegoen zerekin buelta eta buelta ibili. Kapitalismo zonbiaren 
“kimu berdeei” behin eta berriz dei egiten zieten, baina ez zuten 
kasurik egiten. Iruzur sistemikoa mendebaldeko animoan barnera-
tzen hasi zen, murrizketa sozialak areago tzen ziren heinean, zorro-
tzak eta berehalakoak bai tziren. Bagenekien sobietar blokea desa-
gertu zenetik gure ongizate estatu ahularen fun tzio bake tzaileak 
ez zuela luzaroan iraungo, baina, hala ere, ezustean hartu gintuen 
estatu guztiak “laztasun” egoeraz aprobe txa tzeak.
7PKDGTVUKVCVGCG\\GPNKDTGIGNFKVW'WTQRCMQJGTTKCNFGCUMQVCP
ikasle-bezeroen zirkulazio askea eragiteko diseinaturik dago goi-
mailako heziketa, eta, hortaz, uniber tsitateak mundu osoko heziketa 
merkatu beldurgarrian “lehia tzen” saia tzeko ideia dogma bihurtu da 
berehala2. Testuinguru horretan, gure saihespen-ikerketa artistikoa 
MWCPVKƂMCV\GMQ
\GPDCMCTTKGVCUCNICTTKDKJWTV\GMQCIKPFWCLCFCG\
da nahasgarria, adierazgarria baizik3. 
Arte ederretako doktorego batek berria dirudi testuinguru jakin 
DCV\WGVCPDCKPC'WTQRCMQ\GPDCKVJGTTKCNFGVCP
'URCKPKCMCUWTCMQ
denbora askoan existitu izan dira, inork jaramonik egiten ez zien 
bitartean. Arazoa ez da artistei doktoregoa eman ala ez, nahiko ekin-
tza hu tsala baita. Izan ere, doktoregoa duen artista ez da zertan artis-
VCJQDGC
GFQQMGTTCIQCWPKDGTVUKVCVGCPFGPDQTCIGJKCIQKICTQFWGP
artista baizik. Jakin tza eta konpeten tzia estandarizatuak eta obje-
ktiboak uniber tsalki egiazta tzen dituen sistema da uniber tsitatea 
–hala uste da, behin tzat. Hor txe dago, zalan tzarik gabe, uniber-
VUKVCVGCTGPK\CGTCOWTTK\VCKNGGVCMQPVUGTDCV\CKNGC
FQMVQTGIQCMUQT
V\GPCTKFGPCGZKUVKV\GPFGPCTGPDKFG\NGIKVKOCV\GMQDCNKQFW$CKPC
irrika uniber tsal horrek honako hau ere eska tzen du: ikerketen emai-
tzek baliagarriak izan behar dutela jakin tza kolektiboa gara tzeko, ez 
soilik norbanakoaren ibilbidea susta tzeko, baita jakin tza kolektiboa 
era kontrastagarrian aberasteko ere4. José Días Cuyásek liburu hone-
tan egin duen ekarpenaren arabera, arte ederretako fakultatean lor-
V\GPFKTGPLCMKPV\CMGVCMQPRGVGPV\KCM
ITCFWVKMFQMVQTGIQTCG\KP
dira uniber tsalki estandarizatu edo objektibatu. Gainera, Andrew 
McGettiganek dioen bezala, arte doktoregoak, askotan, “azken eba-
luazioan erabili behar diren irizpide zeha tzak adierazten dituzten 
banakako ikerketa proiektua dira”5. Azken hori solipsismora gertura-
tzen da, era arrisku tsuan, eta ikerketa akademiko tradizionalaren 
ideiatik urrun tzen. 
Halere, ikerketa artistikoaren “ikerketak” ez du arazorik sor tzen 
eguneroko zen tzuan erabiliz gero, artistek beren lanaren garapen pro-
\GUWCPGIKVGPFWVGPCCKRCV\GMQGTCDKNK\IGTQ.CPRTQ\GUWC
QTQJCT
JKTWICTTGPUGMVQTGMQNCPCDG\CNCIGTQGVCKOOCVGTKCNCIQCDKJWTV\GP
CTKFC<GTVCPFGPFGƂPKV\GCIG\WTTG\MQCTC\QDCVKGTCPV\WPCGOCVGC
den bezala, administrazio erakundeen benetako demanda bati eran-
tzuna ematea ere bada. Orain arte, uniber tsitate barneko arlo berezia 
izan da artea, eta, orain, beste arloekin, nolabait, bat egin behar du. 
Fakultateak boterea eta autoritatea galdu ditu, bere kabuz ikaslea-
TGPGUVCPFCTK\C\KQCDGTOCV\GMQ
UKUVGOCCMCUFWPCIGJKGIKMGTKCFW-
PCDCKPCCUMQVCTKMQGUVCPFCTTCMDGJKPV\CVRQUKDNGGIKVGP\KVWGP 
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Yaiza Hernández Velázquez 
Iker tzailea eta Centre for Research 
KP/QFGTP'WTQRGCP2JKNQUQRJ[

.QPFTGU\GPVTQCPFQMVQTGICKCFC
#WTTGVKMDGUVGCMDGUVG%'0&'#%

/WTV\KC \GPVTQMQ \W\GPFCTK
K\CP\GP%##/GMQ
.CU2CNOCU
kon tserba tzaile eta Middlesex 
7PKXGTUKV[MQ
.QPFTGU#TVG'FGT-
ren Fakultateko irakasle. Horrez 
gain, i tzul tzaile eta editore gisa ere 
lan egin izan du, baita ere irakasle 
gonbidatu hainbat erakunde artis-
tiko eta akademietan.
1. Garai hartan, gai honen inguruan burua 
haustea helburu zuten argitalpen ugari zeuden, 
hala nola: Michael Ann Hollyren eta Marquard 
Smithen What is Research in the Visual Ar ts?, 2009; 
John Reardonen Ch-changes, 5VGXG*GPT[
Madoffen The Art School,  ,COGU 'NMKP-
sen Artis ts with PhDs, 2009; K. MacLeoden eta 
L. Holdridgeren Thinking Through Art, 

)TCGOG5WNNKXCPGPArt Practice as Research, 
2009. Horiez gain, hainbat aldizkari on line, 
artikulu, sinposium eta konferen tzia zeuden 
gai beraren inguruan.
2. Ikus www.eees.es, hor, horren guztiaren ber-
tsio heroikoa azal tzen da. Azalpen arruntagoa 
eta sinesgarriagoa honako honetan ager tzen da: 
L. Alegreren eta V. Morenoren Bolonia no existe, 
Gipuzkoa: Hiru, 2009. Britainia Handia gaur 
egun “heziketa merkatu global” iparramerika-
rraren ondorengoa da, baina, orain txe bertan, 
merkatu horren osaera aski alda tzen ari da 

VZKPCMCFKDKFG\\KWTTGPKMG\FKVWDGTGKMCU-
NGCM+RCTTCOGTKMCTCGFQ'WTQRCTCDKFCNKMQDGTG
uniber tsitatean bertan kanpoko titulazioak 
GUMCKPV\GMQCJCNOGPCGTQUVGCNQTV\GPDCFW
+MWUp.CGOGTIGPEKCFGNCWPKXGTUKFCFINQDCNq 
Andrew Rossen .CWPKXGTUKFCFGPEQPƃKEVQ%CRVW-
ras y fugas en el mercado global del saber lan gomen-
dagarrian, 'FW(CEVQT[GVC7PKXGTUKFCF0ÏOCFC
/CFTKF6TCƂECPVGUFG5WGÍQQT 
Iparramerikako ereduari dagokionez, prozesu 
horren miseria praktikan argiago uler tzeko, 
ikus Sheila Slaughterren eta Gari Rhoadesen 
Academic Capitalism and the New Economy. Marke ts, 
state and higher education, GVC
.CTT[..GU-
NKGTGMKPDCVGTCAcademic Capitalism. Politics, policy 
and the entreprenerial university, 1997. Bi horiek 
,QJPU*QRMKPU7PKXGTUKV[2TGUUGMCTIKVCTCVW
zituen, eta horien ondorioz jaso zuen izena 
liburu honek. 
'UCPICDGFQCWTVGCDCKPQNGJGPJCUK
zirela arte eskolak eta fakultateak heziketa 
artistikoaren kreditu akademiko baten osaera 
MWCPVKƂMCV\GMQNCIWPV\CGOCVGP.CIWPICTTKC
FCJQPCMQJCWGPHTCUGQNQIKCC\VGTV\GC'.+#

'WTQRGCP .GCIWG QH +PUVKVWVGU QH VJG#TVU 
'#40
'WTQRGCP#TVKUVKE4GUGCTEJ0GVYQTM
7(4#&
'WTQRGCP(QTWOHQT4GUGCTEJ&GITGGU
KP #TV CPF&GUKIP GVC 5*#4' UCTGGP UCTGC

5VGR%JCPIG HQT *KIJGT #TVU 4GUGCTEJ CPF
'FWECVKQP
4. Doktore mailako ikerketetarako baldin tza da, 
nahiz eta doktorego emai tzak sarritan baldin-
tza horren mailan ez egon. Kontua, beraz, ez da 
jarrera horiek de facto egiazkoak direla defenda-
tzea, horien aukerak kontrasta tzea baizik.
#PFTGY/E)GVVKICPp#TV2TCEVKEGCPFVJG&QE-
toral Degree” lana honako honetan argitaratu 
zen lehen aldiz: Afterall online www.afterall.org/ 
online/art-practice-and-the-doctoral-degree 

MQ KTCKNCTGPGCP KMWUMCVWC/E)GVVK-
ganen blog zirraragarrian ere erabilgarri dago. 
Han, zorroztasunez kontura tzen da testuin-
guru britainiarrean uniber tsitate erreforman 
GIKPFCMQƂPCPV\C\KQFGHGPFCG\KPC\
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tzea eta teknika mendera tzea ere. Arte hori gainbeheran datorrela 
jo tzen da, kon tzeptualismo ondorengo arteari lepora tzen zaion teo-
riaren gur tza kaltegarriarengatik13. 
#V\GOCVGP FC 6JKGTT[ FG &WXGM GTG JCNC RGPVUCV\GP FWGNC
irakaskun tza artistikoaren ereduen bilakaera deskriba tzeko hiru-
VCTKMQGIKVWTCGTCDKNV\GPFWGPGCP&WXGTGPGUMGOCPCMCFGOKCVTC-
dizionalaren lehenengo eredua talentu/metier/imitazio hirukoa da: 
akademiak “talentu” berezia duten jenioak a tzematen ditu; metier 
tekniken bidez entrena tzen ditu, eta jenio horiek maisu handiak 
KOKVCV\GPFKVW\VG 'TGFWOQFGTPQCP 
&G&WXGTGPIQIQMQGPC
sormen/baliabide/asmaketa dira terminoak: sormena “uniber tsal 
jauna” bere baliabideen aurrez aurre jar tzeko entrena tzen delako, 
DGTGOWIGVCVKMJCTCVDGTTKMWPV\CMGIKVGMQ*KTWICTTGPKM
CPV\C
FGPG\QTCKPFKMIWTGC LCTTGTCRTCMVKMCFGUGTCKMWPV\CJKTWMQC
7PGJQTTGVCPpNKPIWKUVKMCUGOKQVKMCCPVTQRQNQIKCRUKMQCPCNK-
sia, feminismoa, estrukturalismoa eta estrukturalismo ondoren-
goa –hau da, “teoria”– arte eskoletara iri tsi ziren, eta ikasketen 
praktika eraldatu zuten, hiztegi kritikoa eta artea eraiki tzeko, eta 
azken horiek hautemateko adimen tresnak eraberritu zituzten”14. 
2GPCFC&G&WXGMCWTTGMQIW\VKCTGPCV\GCP\KPKUOQLCTFWGTCUQKNC
ikustea. Gaur egun ez genuke paradigma moderno horren irudi 
zikina besterik izango: “fede gu txiago eta susmo gehiago”15.
&G&WXGTGPLCTTGTCM
DGTGIQIQCTGPMQPVTCpVGQTKCTGPqCTDWKQ
DK\KCIQIQTCTC\VGPFKIW
UCTTKVCPMWNVWTCGVCMQNQPKCQPFQTGPIQ
ikasketen arbuioarekin lo tzen zena; kodigo moduan “herrikoia” eta 
pG\GMKCNFGMQqCFKGTC\VGMQGTCDKNV\GPDCKV\KTGP#TDWKQJQTKDK\K-
rik iraun zuen culture wars ospe tsuen ondoren, eta, Irailaren 11z 
IGTQ\VKMUGPFQLCKQDGTTKVW\GP7PKDGTVUKVCVGCpGTTCFKMCNGMqGFQ
“erlatibistek” hartu dutela errepika tzen du deitoreak, baina mana-
gersek hartua dute. Alabaina, gaur egungo diziplinarteko ereduen 
aurrean eszeptiko izateak ez du esan nahi diziplinen arteko muga 
irmoak zaharberri tzea eska tzen dugunik, ez eta lan intelektualaren 
banaketa berrezar tzea ere, eta are gu txiago praktika erabilgarrian 
oinarri tzen den munduaren “teoria” egokia ote den ala ez zalan tzan 
jar tzea ere. Hau da, Rober tsek aipa tzen duen Bildung iraul tzaile hori 
bila tzea ez dago zuzenean erlazionatuta gaur egungo ikerketa artis-
tikoen ereduak zalan tzatan jar tzearekin, ez eta “teoria” arbuia tzea 
GTG'IKCGUCPpCTVGCTGPGTGOWNCWUQG\qJKV\GIKVGCPIGJKCIQMG\MC
V\GPPKPFWGPJQTKDCDGUVGCM
KVZWTC\OGPFGCPGFWMKV\GCMDCKPQ  
“Teoriarekin” zerikusia duten ikerketa artistikoen inguruko ezta-
baidetan ager tzen diren kontraesanak deskorapila tzeko eredugarri 
zaigu Henk Slager autore emankorra. 2009an eginiko testu batean, 
jakin tza mota batez hi tz egiten hasten da –ikerketa artistikoaz– 
GVCFKQGPG\pG\KPFCCTCWCMCFGOKMQGVC\KGPVKƂMQKTOQG\DKFGTC-
tu..., horrek bakarra, kualitatiboa, berezia eta tokikoa denari soilik 
ematen baitio garran tzia... izenezko jakin tza bidezko ekoizte modu 
horrek ez du balio bakartasun gardena ezaugarri duen erretinazko 
eta dimen tsio bakarreko mundu ikuspegian”16. Hau da, metodologia 
GVCCWTTGLCMKPV\CWICTKGK
GFQGUMCUGKLCTTCKVW\ICTCFCKVGMGGVC
gainera, askotariko interpretazioak onar tzen ditu. Halere, testuak 
berehala baiezta tzen du akademiako gainon tzekoen eszeptizis-
mo nagusitik harat, artearen ikerketak “gogoratu ezineko garaiaz 
IGTQ\VKMQKMGTMGVC\KGPVKƂMQGPRWPVWICTTCPV\KVUWGPCTKLCTTCKV\GP
FKQNCMQOWPKMC\KQICTFGPDCVGPDGJCTTCq'\WUVGMQ
KPMQJGTGPVG
G\GUCVGCICVKM17 aldaketa hori haran tzago doa, ikerlari artistikoak 
tout court ikerketa akademikoaren irizpideei jarraitu behar baitie. 
Beraz, ikerlari artistikoak azaldu egin beharko du arte bisualen 
7PKDGTVUKVCVGMQCTFWTCFWPGMDCNKQICDGMQVZQUVGPCMUQTV\GTCDGJCT
tzen dituzte hango langileak, burokraziaren joko fal tsuari jarraituz 

DCFWWOKNC\KQGTTKVWCTGPMWVUWCDCKPCKMGTMGVCCTVKUVKMQCG\FC
CUMQCNFCVWMQ7UVGFWVCTTKUMWCG\FGNCJQTK$CFCWUVGMCDGMQ\GT-
bait, behin eta berriz errepikatu dena: arte heziketa “diziplinaga-
bea” uniber tsitateko egitura irmoan indarrez sartu nahi izatea da 
Boloniako arazo nagusia6. Bolonia bezalako proiektu bat pedagogia-
ren eta ikasketa planen inguruko arazo hu tsa dela pen tsaraz dezake 
horrek, eta helburua ondasun publikoak baliabide pribatu bihur-
tzea dela. Gainera, irakaskun tza artistikoa iraul tzen den bitartean 
pen tsarazi nahi digute uniber tsitateko gainon tzeko arloek beren 
horretan jarrai tzen dutela, dirudienez,–gaur egungo egoeran– 
lasaitasuna helarazteko asmoz.
#FKDKFG\QTCKPIWVZKGIKPFCMQVTWMGDCVGCP'XC'IGTOCPPGM
zera esan zuen: “uniber tsitateetako ikasketa planak ikasleak dizipli-
na zeha tzetako metodologietan eta ohituretan barnera tzeko disei-
naturik daude, praktikan erabil di tzaketen gaitasunak emateko 
FKUGKPCVWTKMGIQPDGJCTTGCPq/CTKQPXQP1UVGPGMQUVGTCJQPCMQ
JCWGUCP\WGPpGIKC\VCIKTKQƂ\KCNCTGPOGPRGFCWFGPGPCDCPVCKNC
da mugikortasun soziala; egunerokotasunean edo lantokian lortu-
riko beste edozein jakin tzak ez du aitorpen sozialik jaso tzen, eta, 
beraz, lanaren banaketa eta klaseen hierarkia errespeta tzen da”7. 
0CJKMQPCJCUICTTKCMFKTCDKCFKGTC\RGPCMJCKP\W\GPGTGMQP-
tuan hartuta badirudiela uniber tsitateari egin zaizkion erreformek 
“praktikarik” ez duen jakin tza oro beraren eskumenetatik kanpo 
uztarazi nahi dutela. Beraz, enpresetarako tresna bat dela jo dai-
teke, edo patenteen zein adimen lanaren beste esparruen bidez 
gainbalioak sor tzeko gaitasun bat. Bestalde, work-based learninga-
ren8 aroko “lantokian lorturiko jakin tzak ez du aitorpenik jaso tzen” 
MGZC\CJCTMKVWTKMFCIQLCFC'IKCFCNCPCUMQMG\FWVGNCGIKC\VCIKTK
akademikorik jaso tzen, baina gaur egungo borroka ez da hiruro-
geiko hamarkadan irakaskun tza politeknikoaren alde izandako 
borroka bera9. 
Liburu honetan egindako ekarpenean, Dieter Lesagek beste 
CWMGTCDCVRTQRQUCVWFW#WTTG\ƂPMCVWTKMQKTK\RKFGKTOQGVCP
harrapatuta geratu ez ezik, baliteke ikerketa artistikoak tout court 
uniber tsitateko eraldaketaren motor gisa joka tzea. Lesageren 
aburuz, ikerketa artistikoa egoki tzeko esfor tzuei esker akademian 
onargarri bihurtuko diren ikerketa emai tzen formatuek, heda tze 
sareek eta lankide tza berriek akademia barneko “natura zien tzien 
nagusitasunaren amaiera” ekarriko dute10. Ikerketa artistikoa, hor, 
hura sortu duen sistema barnetik sun tsi tzeko gai den Troiako zaldia 
NKV\CVGMG*QTKZGFC.GUCIGTGPWUVG\$QNQPKCMQ2TQ\GUWCTGPDCNKQC 
“bere burua sun tsi tzeko gaitasuna”11. Ideia horretatik ez hain 
urrun, John Rober tsek arte ederretako doktoreak defenda tzen ditu, 
uste baitu pen tsamendu kritikoaren “enklabe” direla, eta, halaber, 
doktoreek sortuko dutela “etorkizuneko borroka artistikoen eta 
kulturalen norabidea zehaztuko duen talde ai tzindaria”12. Biek iri-
tzi optimista dute arte ederretako fakultateen inguruko gaitasunen 
inguruan, uste baitute horiek erresisten tzia eralda tzailearen egoi-
tza izan daitezkeela uniber tsitatea gero eta aurkariagoa den hone-
tan. Bietako inork ez du “inter/multi/cross/trans-diziplinatasuna” 
CTC\QV\CVLQPCJK0QUMKDGPGVCMQFK\KRNKPCVCUWPCTGPVTCPVUK\KQCTK
jarrai tzea egokia dela zalan tzan jar tzeak kritika malenkonia tsuak 
FCMCT\MKIWIQIQTCGVCJQTTGNCMQCMIGTQGVCWICTKCIQCMFKTC
DCKVC
G\MGTTGMQCNFGVKMGTG-TKVKMCJQTKGMCTVKUCWV\CTGPLCMKPV\CPQKPC-
rrituriko artea eska tzen dute, baita baliabideak sormenez erabil-
6. Terminoa Irit Rogoffena da, “ikasketa dizi-
plinagabeaz” hi tz egitea a tsegin baitu. A priori 
“diziplinagabeko” eremuan ibil tzearen arriskua 
zera da: hain ohikoak diren akademizismoei 
arreta ez har tzea. 
 +MWU (CJKO#OKT 'XC'IGTOCPP/CTKQP
XQP1UVGPGVC2GVGT5RKNNOCPPp9JCV5JCNN9G
Do...?” GƃWZLQWTPCN lanean, ekaina-abuztua 
2010, 7. eta 9. or.
'FQpNCPGCPQKPCTTKVWTKMKMCUVGCqWPKDGT
tsitateek gero eta gaitasun handiagoa dute 
lantokietan eginiko lanaren truke kreditu 
akademikoak emateko. Adibide garbiena 
da graduetan eta gradu-ondoko ikasketetan 
“praktikaldiak” baldin tza gisa jar tzen direla 
IGTQGVCOCK\CIQ'VCJQTKGVC\ICKPIGJKGPGVCP
ikastaroak lantokietan osa tzeko eginak daude; 
adibidez, Boo tseko, Tescoko eta McDonaldseko 
NCPIKNGGPV\CV/CPEJGUVGT/GVTQRQNKVCP7PKXGT-
sityk eskain tzen dituen foundation degrees, ikus 
www.mmu.ac.uk/news/articles/1384 
MQ
KTCKNCTGPGCPKMWUMCVWC
9. Garai hartan, artean, posible zen uste han-
diz baiezta tzea historiak hezkun tzaren mailan 
klaseak berriro bana tzea ez zuela onartuko; 
izan ere, uste hori oraindik historiak berak 
gezurtatu gabe zegoen. Horixe da, adibidez, 
'TKE4QDKPUQPGPCTIWOGPVWCThe New Polytech-
nics: A Radical Policy for Higher Education lanean, 
.QPFQP%QTPOCTMGV+MWUJCNCDGT'NOC
GVC*CTT[6JWDTQPGPp6JG%CUGHQT2QN[VGEJ-
nics”, Studio International lanean, 1967ko iraila. 
'TTGHGTGPV\KCJQTKGM.KUC6KEMPGTKGUMGTNQTVW
ditut, *QTPUG[  6JG#TV 5EJQQN 4GXQNWVKQP 
London: Frances Lincoln Limited, 2008.
10. Dieter Lesage, “Teoria eta akademia” liburu 
JQPGVCP::::QT7UVGFWVMQPVWCK\CPDGJCT
dugula “natura zien tziak” gai tze tsi baino lehen 
edo zien tzialari kideei aurre egin baino lehen. 
'IKCFCJWOCPKVCVGGMQTQJCTGVC\GJC\MK
arteak sekulako esfor tzu handia egin behar 
izan dutela zien tziaren pareko irizpideekin bat 
etor tzeko. Zien tziaren kasuan, ez dio jaramonik 
egiten uniber tsitate merkatari tzaren eskariari, 
DCKPC 
RCVGPVGCM UQTV\GMQ ICKVCUWP JCPFKC-
IQCFWGPG\PGWTTKICDGMQGHGMVWMCNVGICTTKCM
LCUCVGPFKVW 2GPVUCFG\CIWPPQNC LCUQ \WGP
'TTGUWOC$CVWMQ\KGPV\KCNCTKGPMQOWPKVCVGCM
ikerketetarako diru-lagun tzen eskaerarekin 
batera ikerketaren balio “ekonomikoaren eta 
UQ\KCNCTGPq
JCWFCOGTMCVCTKV\CTCMQGTCMCT-
ICTTKVCUWPC VZQUVGPCCWTMG\VWDGJCT K\CVGC
impact summary izenekoa. Http://www.timeshig-
hereducation.co.uk/story.asp?storycode=405350 

MQCDW\VWCTGPCPKMWUMCVWC*GNDWTWC
ez da arteek zien tziaren an tza handiagoa har 
dezaten saia tzea; hori pen tsa tzea arazoari 
arreta ken tzea da; bi horiek salgaiaren i txura 
handiagoa har tzea da helburua. 
11. Lesage, lok. zit.. 
12. John Rober ts, “Artearen teoriaren eremu 
ezezaguna”: Bildung, 7PKXGTUKFCF [ PWGXCU
artistas” liburu honetan, XXXX. or. Goi-mai-
lako heziketako matrikula tasak nabarmenki 
igo tzeak edota “bikaintasun zentroak” bizi-
tza maila altuko guneetan bil tzeak argi uzten 
du “enklabe” hauek klaseen bazter tzearekin 
zerikusia dutela. 
'NQMWGPVGCFC\GPV\WJQTTGVCP4QUCNKPF
Kraussek esanikoa: “baliabideen espezifiko-
tasuna uzteak arte serioaren herio tza dakar”, 
ikus Kraussen Perpetual Inventory, Cambridge: 
/+62TGUUZKKKQT*CKPOWVWTTGMQCMG\
diren arren, ideia berdin tsuak helarazi zituzten 
Benjamin Buchloh-ek, Hal Foster-ek eta beste 
JCKPDCVGM 
#KRCOGPDGTG\KCOGTG\KFW6 ,
Clarkek, oraindik zaila baita beraren malenko-
NKCIG\WTVCV\GC,CTTGTCJQTTGPCWTMC4QDGT
tsek kontrako argudio sinesgarria eman zuen 
The Intangibilities of Form. Skill and Deskilling in Art 
after Readymade lanean, Londres: Verso, 2007. 
6JKGTT[FG&WXGp9JGP(QTOJCU$GEQOG
#VVKVWFG#P[$G[QPFq5VGRJGP(QUVGTGVC0KEJQ-
las de Ville, The Artist and the Academy: Issues in 
Fine Art Education and The Wider Cultural Context, 
Southampton: John Hansard Gallery, 1994, 
23-40. or., 40. or.
&G&WXGlok. zit. 
*QTKGVCCWTTGMQC*GPM5NCIGTp'FKVQTKCNq
/C*-7\KPG#0COGNGUU5EKGPEGNCPGCP
MQ
WFCQTQT
17. Adibidez, zaila da uler tzea Slagerrek nola 
uztar tzen duen bere “askotariko interpretazio 
ereduei” egindako deia hainbeste denboran 
zehar jasan behar izan dugun “komunikazio 
gardena” delakoarekin. Hau da, gogoratu ezi-
neko gardentasun hori onar tzean zalan tzak 
izatean ere, esan beharra dago interpretazio 
modu ezberdinak eska tzea horietako bakoi-
tzak interpretazio ezberdina izango lukeela 
onar tzea dela, eta horrek irazki trinko eta ilun 
samarra sor tzen duela.
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eremuak, alde batetik, zergatik eran tzun behar dien ikerketak 
proposa tzen dituen galderei, eta, bestetik, zergatik egin behar 
diren galdera horiek eremu horretatik. Zaila da galdera horietako 
bati eran tzutea GURG\KƂMQVCUWPC aipatu gabe, hemen ikus dezakegun 
bezala:
Hala, akademia barneko bakarra izateko asmoa duen fun tzioa 
ematen dio Slagerrek ikerketa artistikoari: xede diziplina gisa fun-
tziona tzen duena eta gainon tzeko guztiak zeharka igaro tzen ditue-
na. Bestela esanda, intrin tsekoki multidisziplinarioa li tzatekeen 
K\CGTCM
alfa, beta eta gamma ugari dituen zien tzien konbinazioa, 
delta G\GUCVGCTTGPGOCPIQ NKQMG KMGTMGVCCTVKUVKMQCTK\GJC\VC-
UWPOGVQFQNQIKMQC
\KWTTGPKM\GJC\VWICDGVCUWPGRKUVGOQNQIKMQC
MQPRGPVUCV\GMQ+PVGTOWNVKETQUUVTCPUFK\KRNKPC\KTTCTCICTTKCM
ikusita, gainon tzeko uniber tsitate paisaia ez da “arau irmoen” bil-
duma besterik. Arau horiek aldez aurretik zehazturik daude para-
FKIOC\KGPVKƂMQGPDKFG\GVCpGTTGVKPC\MQGVCFKOGPVUKQDCMCTTGMQq
munduaren ikuspegiaz osaturik. Bere lan eremuak duen garaiera-
ren ondorioz hain gogo bero dagoen norbait ezagu tzeak biho tza 
al txa tzen du, baina Slagerren hi tzaldi luzeak Tirdad Zolghadren 
orain gu txiko boutade bat gogorarazten digu. Han, honako hau dio: 
artearen irismen epistemologikoa sorkun tza osora zabalduz gero, 
ez da posible izango munduko inongo zatitan artistek une batez 
isiltasuna manten tzea eta besteei apur batez en tzutea19. 
Baina, argi dago arazoa ez dela irakaskun tza artistikoak mundu 
osoa bere ikerketa eremuan sartu nahi izatea. Halako grina 
 txalogarria li tzateke. Slagerrek deskriba tzen duen diziplinaren delta 
JQTKCIKCPG\FCƂNQUQƂCMCPV\KPCVKMFWGPFGUKQJQTTGPICKNWTTC
besterik: uniber tso osoan mugitu ahal izatea, betidanik jasan behar 
izan duen formalismoen meha txuetatik behingoz aske, eta, horren 
ordez, “izaera bakanean, kualitatiboan, berezian eta tokikoan”20 
murgildurik. Horrekin, liburu honetan Alberto Toscanok berres-
MWTCVWTKMQ%9TKIJV/KNNUGPCIKPVGCFKOGPCFCVQTMKIWIQIQTC 
“dena ikusten” saia tzea, eta “norbere garaiaren osotasuna a tzematen 
saia tzea, baina osotasun horren saiakera ai tzakia gisa ez erabil tzea 
edozein determinismo eta helburu sozialen edo historikoren edo-
zein ideia arrazoi tzeko”21. Agindu gisa, oraindik, her tsiki eska daite-
ke. Akademiaren ikerketa artistikoan jada de facto gerta tzen denaren 
deskribapen gisa, berriz, onenean ere, onberegia da, eta okerrenean 
ere, era barkaezinean xaloa. Ikerketa defenda tzen bada arazorik 
G\FWGP
GFQ\GKPFK\KRNKPCVCPKDKNV\GMQKMGTNCTKCTVKUVKMQCMFWGP
COCKICDGMQGVCG\QJKMQICKVCUWPCGVCRQNKVKMQMKUWDGTVUKDQCFGP

pGTCMWPFGqCIKPRKFGGMMQPVWJCPFK\\CKPV\GPGVCOWTTK\VGPDCKVWVG
DC\VGTVWG\FCFKPFK\KRNKPCTVGMQVCUWPCbaiezta tzea oinarri hartuta, 
arazo bat sor tzen da: bere helburu nagusia izan litekeena egin tzat 
jo tzen duela, eta, hala, buru tzeko eginbidetik salbuesten gaituela. 
18. Ibid., 5. or.
 6KTFCF <QNIJCFT p9QTUG VJCP -GPQUKUq
Judgment and Contemporary Art Criticism lanean, 
8CPEQWXGT(KNNKR#TVURGCMQTT
25. or.
20. Osotasun nahi horren geroko bizi tzaren ingu-
ruan, ikus Meter Osborne, Philosophy in Critical 
Theory, London: Routledge, 2000, bereziki 1. kapi- 
tulua, liburu honetan Gail Dayk sakonki azter-
turikoa, alegia. 
21. Ikus Alberto Toscanoren “Aitorpenaren dibi-
sioak”, liburu honetako XXX. or. 
eGIQGTCGURG\KƂMQ\MQRTQ\GUWCTVKUVKMQDCVGVKMCTC\QDCVCFKGTC\VGC
eta, horretaz gain, arazo hori askotariko sistemak eta jakin tza dizi-
RNKPCMFKVWGPMQPUVGNC\KQKTGMKDCVGMKPGTNC\KQPCV\GC
GTNC\KQPCV\GMQ
ICKVCUWPC$CFKTWFKKMGTMGVCCTVKUVKMQMQRTQKGMVWJQTKGMQPIK\GJC\-
VWTKMQFK\KRNKPCMUCKJGUVGPFKVW\VGNCJWOCPKVCVGGVCMQ
alfa \KGPV\KCM
arazo hermeneutikoak jada ezagu tzen dituztelako; enpirikoki zienti-
ƂMQCMFKTGPOGVQFQCM
beta \KGPV\KCMRTCMVKMCPLCTV\GPFKVW\VGNCMQ
GVCGIKPDKFGCTGP
gamma \KGPV\KCMLCMKPCTGPICKPGCPFCWFGNCMQ'NMC-
rren arteko loturazko prozesu metodologiko batean harreman episte-
mologiko berriak sor tzeko gaitasuna dutenez, ikerketa artistikoa delta 
FK\KRNKPCIKUCFGƂPKNKVGMGKMGTMGVCOQVCJQTKG\FCIQCWTTG\\GJC\-
VWTKMQKPQPIQRCTCFKIOC\KGPVKƂMQTGPOGPRGG\GVCKPQPIQGTTGRTG-
sentazio ereduren menpe ere18.
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Azken urteotan, arte garaikidean eta teoria sozialean —eta batik 
DCVFGƂPKV\GMQGVCMCVGIQTK\CV\GMQ\CKNCIQCMFKTGPGMQK\RGPGVC
praxi eremuetan—, saiakera ugari egon dira sistema mundialaren 
barrena orienta tzeko aukera emango diguten eredu, diagrama edo 
PCTTCVKDCMUQTV\GMQ$CFCKVZWTC\MCTVQITCƂCTGMKPIGTQGVCNQVWCIQ
dagoen jarrera kritiko bat, literalki zein metaforikoki, eta horrek 
gure egoera kulturala eta bisuala islatu eta modula tzen du1. Beren 
NCPCQTKGPVC\KQGVCMCTVQITCƂCGTTGIKUVTQJQTTGVCPGIKVGPFWVGPCTVKU-
ten eta taldeen artean —horietako ba tzuk aipatutako liburuetako 
batean baino gehiagotan ager tzen dira—, Bureau d’Études, Ashley 
*WPVGVC6TGXQT2CINGPC\RKOCTTCFKV\CMGIWpCNFCMGVCMCTVQITCƂMQq 
hori gogoetaren bidez lan tzen dutelako beren praktikan, eta desa-
ƂQGPDKFG\DGTGPGUVGVKMCP*QTTGNCMQMCV\GCPICTFGPVCUWPCK\C-
teko ameskeriak sun tsi tzen dituzte, eta, aldi berean, mapaketaren 
errepertorio bisuala estrategikoki erabil tzen dute2. Orainaren mapa 
kognitiboak sor tzeko saiakera ugariek adierazten dute teoria poli-
tikoaren zentraltasuna eta arte munduaren aktibismoa aldibere-
koak direla, baina elkarren ezberdinak ere bai. Artean eta teorian, 
kezka politikoetarako aldaketa zabala eta anbibalentea gerta tzen 
ari da garai honetan, eta orientazio intelektuala eduki tzeko nahia 
eta ekin tza erabakigarriak lor tzeko ereduak aurki tzeko saiakera 
DK\KMKFGCMFKTC0CJK\GVCLQGTCDKGMFK\KRNKPCCTVGMQVCUWPCTGP
eredu “bakegileak” agortu direla erakusten duten, aukera eta muga 
G\DGTFKPCMFKVW\VG'MQK\RGPCTVKUVKMQCTGPGVC KPVGNGMVWCNCTGP
logika instituzionalari dagokienez ere, elkarren desberdinak dira. 
'MQPQOKCTGPVGQTKCGVCGUVGVKMCNCPV\GPFGPGCPQTCKPFKMGTGG\
FCRQNKVKMCTGPVGQTKCTGMKPGVCGUVGVKMCTGMKPNQV\GP7UVGMQUKPVGUK
batera jo beharrean, hobe li tzateke honako elementu pare hauen 
arteko banaketa sor tzen duten zailtasun errealei buruz hausnarke-
ta egitea: sistema eta ekin tza gaitasuna, ezagu tza eta praxia, ezagu-
V\CUQ\KCNCGVCRTKPV\KRKQRQNKVKMQCGVCMCTVQITCƂCMQIPKVKDQCGVC
subjektuaren teoriak.
Baliteke teoriaren garaia —teoriarekin estu lotutako postmoder-
nismoarena bezala— jada igaro izana; baina hori horrela da, hura 
sortu zuten sinergiak zabaldu eta zail tzearen ondorioz, diziplinak 
GIQPMQTV\GCTGPGFQƂNQUQƂCKV\WNV\GCTGPQPFQTKQ\DCKPQ
C\MGP
JQTTGMCTVGCTGPGVCRQNKVKMCTGPC\MGPG\VCDCKFGVCPGTCIKPCDCFWGTG 
Balizkoa bada pen tsa tzea —Jamesoni jarraituz— teoria sistemaren 
nahia dela eta autonomiaren eta osotasunaren fantasia ideologiko-
TKMG\FWGNCtJCWFCƂNQUQƂCUWDKTCPQCGVCGPV\KMNQRGFKMQCOWP-
duaren ikuspegi gisa ezar tzeko nahia—, orduan, nahi hori handitu 
eta  txikituko dela espero dezakegu; baina ezin dugu desagertuko 
denik espero. Hala ere, sistematismo eta totalizazio nahi hori oso 
anbiguoa ere bada. Izan ere, —Jamesonek azal tzen duenaren ara-
bera behin tzat— beti totalizatuta gaude, baina gure kontroletik 
eta ezagu tzatik at dauden moduetan. Beraz, teoria, haren kemen 
metapolitikoarekin edo parapolitikoarekin, totalizazioaren kon-
trako ahalegina da nolabait, ho ts, totaliza tzailea totaliza tzeko aha-
legina, eta, aldaketa sor tzeko helburua izan ez arren, mekanismo 
fun tzional eta zentro neuralgiko sentikorrenak aurkitu nahi ditu. 
'UCPIGPG\CMGRQNKVKMCMCTVGCPGVCVGQTKCPK\CPFCMQDK\KDGTTK
tzeak prin tzipioak eta ikerketa kognitiboa, erabakia eta totalizazioa 
eta borondatea eta ezagu tza berresten dituela, eta, hortaz, merezi 
du orientazioaren arazoa eta ezagu tzaren eta ekin tzaren arteko ten-
tsioa garran tzi tsuak zireneko une intelektual haietako ba tzuetara 
—neurri batean geldialdi, estatismo eta estutasun uneak ere bazi-
TGPCMtKV\WNV\GC)WTGKPIWTWMCTVQITCƂMQCTGPKVWTTKVGQTKMQTKM 
4<GBEC8A4E8A7<5<F<B4>
Alberto Toscano
Soziologiako irakaslea Londresko 
)QFUOKVJU7PKDGTVUKVCVGCPFana-
ticism: On the Uses of an Idea

eta The Theatre of Production: Philo-
sophy and Individuation Between Kant 
and Deleuze
NCPGPGIKNGCFC
Horrez gain, ingelesera i tzuli ditu 
Alain Badiouren Logics of Worlds 

GVCThe Century
NKDW
ruak eta Historical Materialism: 
Research in Critical Marxist Theory 
aldizkariaren editoreetako bat da. 
'UVGVKMCRQNKVKMQMCTVQITCƂMQCTGPMQPVCMGVC
eta defen tsa egiteko saiakeren artean, honako 
hauek aurki di tzakegu: Alexis Bhagat eta Lise 
/QIGN 
GF An Atlas of Radical Cartography, 
.QU#PIGNGU,QWTPCNQH#GUVJGVKEUCPF2TQVGUV
2TGUU0CVQ6JQORUQPGVC+PFGRGPFGPV
%WTCVQTU+PVGTPCVKQPCN
GFExperimental Geogra-
phy: Radical Approaches to Landscape, Cartography, 
and Urbanism0GY;QTM/GNXKNNG*QWUG
,CPGV#DTCOUGVC2GVGT*CNN 
GFElse/Where: 
Mapping — New Cartographies of Networks and 
Territories/KPPGCRQNKU7PKXGTUKV[QH/KPPGUQVC
Design Institute, 2006; Katharine Harmon, 
The Map as Art: Contemporary Artis ts Explore Car-
tography 2TKPEGVQP 2TKPEGVQP#TEJKVGEVWTCN
2TGUU  'TC DGTGCP \GPDCKV CNFK\MCTKM
FWGNCIWVZKMCTVQITCƂCTKDWTW\MQCNGCMCTIKVC-
ratu dituzte, hala nola 2TKPVGF2TQLGEV12 eta Afte-
rall 27. Uneven Geographies: Art and Globalisation 
erakusketak lan horren parte handi bat bildu 
\WGP'TCMWUMGVCM6,&GOQUGVC#NGZ(CTSW-
JCTUQPK\CP\KVWGPMQOKUCTKQGVC0QVVKPIJCO
Contemporary galerian aurkeztu zen.
+NFQJQTTGVCVKMQUQICTTCPV\KVUWCMFKTC2CING-
nek egindako hausnarketa kritikoak Mark Lom-
bardiren sare irudiei eta “mapaketa” adituaren 
OWIGKDWTW\DQVGTGCTGPGURC\KQMQPƂIWTC-
zio garaikideak estetikoki azter tzeko asmoz 
mapaketa hori guztia onar tzen duen horizonte 
DKNCMCV\GPFGPGCP*QTTGNC2CINGPGPJCWUPCT-
MGVCMDCVFCVQ\0GKN5OKVJGMUneven Develop-
ment bere obra garran tzi tsuan mapaketa meta-
foraren mugei buruz egindako iruzkinekin 

#VJGPU 7PKXGTUKV[ QH )GQTIKC 2TGUU 
2CINGPKDWTW\KPHQTOC\KQIGJKCIQK\CVGMQKMWU
,GHH-KPMNGp(KNNKPIKPVJG$NCPMU6TGXQT2CINGPoU
2CTCRQNKVKECN )GQITCRJ[q Site  
 
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Adierazpen horretan, bereziki azpimarragarria da zenbaitek Mill-
sen “erradikalismo desilusionatua” deitu duten hori gogora ekar-
tzen digula, ho ts, imajinazio soziologikoa herrian duen zeregina ez 
dela ezagu tza bake tzailea sor tzea, baizik eta bestela ezinegon lausoa 
eta indargabea li tzatekeena nolabait zorroztea, ezagu tzaz horni tzea 
eta erradikaliza tzea, baita historiaren bilakaera alda tzeko behar 
li tzatekeen botereen estimazio errealista ematea ere. Radical Ambition 
/KNNUGPDKQITCƂCDKMCKPGCPKTCMWTTKFCKVGMGGPDG\CNCp+PFKDKFWQC
agertoki instituzional jakin batean kokatu beharrean, Millsek 
indibiduoaren gaineko indar handiago eta inper tsonalago ba tzuen 
arrastoari jarrai tzen zion”13. The sociological imagination obrak 
defenda tzen dituen behar intelektual guztien artean, “osotasuna 
ikustea” da garran tzi tsuena: garaia bera osotasunean har tzen saia-
tzea, eta uneoro totalizazio ahalegin hori edozein determinismo 
GVCRCVWUQ\KCNGVCJKUVQTKMQTGPKFGKCLWUVKƂMCV\GMQCKV\CMKCDKJWT
FCFKNCGMKFKVGC'TCDGTGCP/KNNUGMpOCTZKUOQUKPRNGqFGKV\GP
zuena oinordeko tzan hartu zuen. The sociological imagination obran 
ida tzi zuen bezala, “gure garai hau historikoki paregabea da, kapi-
VCNKUOQCIWTGICTCKCFGƂPKV\GPFWGPGIKVWTCMWNVWTCNCDCKVCGVC
giza jarduera osoari eragiten dio”; baina ez zuen, inolaz ere, horren 
barruan “giza espeziea”14 sar tzen. Gaur egun, zer atera dezakegu 
eskaera horietatik, Millsek aurrez aurre zuen Gerra Ho tzaren kon-
formismoa horren urrun dugunean? Gogoratu behar dugu Millsek 
uste zuela beraren garaia atari bat zela, eta lehenetarikoa izan zela 
“postmoderno” terminoa erabil tzen berak Laugarren Aroa dei-
tzen zuena izenda tzeko, “lehenbiziko aldiz mundu sozialaren 
aldaerak era serioan, azkarrean eta agerikoan elkarri eragiten 
ari zi tzaizkion”15 garai batean. Millsen imajinazio soziologikoak 
mutazio ezberdinen pean biziraun zuen postmodernismoaren 
inguruan sortutako eztabaidetan, eta, zehazki, Fredric Jamesonek 
adierazi zuen hirurogeita hamarreko hamarkadan izandako alda- 
keta sozioekonomikoek sortutako beharretako bat nolabaiteko 
Izan ere, behar publikoaren eta jarduera akademikoaren arteko 
alde hori ikusita, Millsek gogor salatu zituen “gizarte abera tsen 
zien tzialari sozialak”, haren ustez zien tzialariek gizarte arazoei 
aurre egiteko zuten borondate falta “zalan tzarik gabe gure garaiko 
gizon pribilegiatuek hartu duten zorrik handiena”11 zelako. Horren 
ordez, pen tsalari sozial irudimen tsuaren bokazioa haren artisau-
tzak “ezaugarri komun” horri eraginarazteko pribilegioa zen, eta, 
horretaz gain, kezka indibidualen eta eraldaketa kolektiboen arteko 
hiato hori lan tzeko gai zen. Horrela, zeregin intelektuala eta poli-
tikoa har tzen zituen bere gain, zeinak ma txinada intelektualetik 
administrazio praktikotasunera emandako urra tsak zeregin hori 
ezinezko bihur bai tzi tzakeen —eta baiti tzake. Millsen hi tzetan: 
hurbilena Jamesonen “mapaketa kognitiboa” da. Laurogeiko 
hamarkadaren erdialdean gauzatu zuen, Reaganen neoliberalis-
OQCTGPDCTPGCPGVCRNCPGVCTGPKRCTTCNFGCP
DCKPCG\UQKNKMJCP
ezkerraren energia ahul zegoenean32QNKVKMCICKPDGJGTCP\GIQGP
bitartean ida tzitako beste testu programatiko batekin, puntu komun 
CUMQFKVWVGUKJQTTGM%JCTNGU9TKIJV/KNNUGPThe sociological imagi-
nation 
+OCLKPC\KQUQ\KQNQIKMQC. 1959an argitaratu zuen, eta, han, 
dimen tsiobakar teknokratikoa alde batera u tz zezakeen ikerketa 
RQNKVKMQCFGƂPKV\GPUCKCVW\GP0KMWUVGFWVG\FGNCMCUWCNKVCVGCVGT-
mino estetikoak eta proiektiboak —mapaketa, imajinazioa— izatea 
garai antipolitikoetan politikoki pen tsa tzen saia tzen den ikerketa 
elika tzen dutenak, ezta horrelako testuetan esku-har tze politikoa 
eta boterearen tresnak, egiturak eta mekanismoak lo tzeko ahale-
ginak en tzunak izaten jarrai tzea ere. 
Millsen salbe samina haren garaikideen adierazpen profetiko 
DCV\WMDCKPQCUMQ\IWVZKCIQ\CJCTVWFC
GUCVGTCMQpKFGQNQIKCTGP
COCKGTCqCNFCTTKMCV\GP\WGPCp)WTGICTCKCG\GTQUQVCUWPGVCCZQ-
lagabekeria garaia da, eta oraindik ere ez dago arrazoiaren lana eta 
sentikortasunaren jokoa ahalbide tzeko formulatuta. Arazoen ordez 
tDCNKQGVCOGJCVZWIKUCFGƂPKVWVCtFGUGTQUQVCUWPNCWUQDCVGP
miseria aurki tzen dugu. Gai esplizituen ordez, zerbait gaizki joa-
tearen etengabeko irudipena aurki tzen dugu”4. The sociological ima-
gination obran berriz ager tzen diren gaien artean, bada bat artisau-
tza intelektuala eta “historiaren egiturazko mekaniken gaineko 
autokontrol kolektiboaren”5 ideal politikoa ba tzeko gai dena, ho ts, 
DKQITCƂCTGPJKUVQTKCTGPGVCDKGMGIKVWTCUQ\KCNGCPFWVGPGNMCTIW-
nearen inguruko kezka duten gizarte zien tziak. Lehen begiratuan, 
ga tzgabe samarra dela ematen du: ibilbide indibidualak joera sis-
temikoekin soilik lo tzen ditu, beren bitartekari tza kolektiboen eta 
instituzionalen bidez —Millsek irriz “soziohizketa” [socspeak] dei-
tzen zuena erabilita—; baina nahikoa orokorra da ikerketa soziala-
ren parte handi bat ezagu tzeko, baina ez hura motiba tzeko. Dena 
FGNC2CTUQPUGPpVGQTKCJCPFKCTGPqGVCKMGTMGVCMCDKPGVGGMRTQRQUC
tzen duten “bildutako enpirismoaren” kontrako eraso borti tzek adi-
tzera ematen duten bezala, Millsek pen tsa tzen zuen pen tsamolde 
sozialaren izaera “klasiko” hori arriskuan zegoela, eta horrek ondo-
rio politiko la tzak izango zituela. Meha txu hori ikusita, deia egin 
zuen “komunikabide modernoek igor tzen dizkiguten ikuspegi eta 
entelegu estereotipoak agerian u tzi eta deusezta tzeko gaitasuna”6 
duen “ikuspegi fresko” bat sor tzearen alde, baita joera jostalaria eta 
“mundua uler tzeko motibazio erabat su tsua”7 konbina tzen zituen 
lan intelektualaren alde ere. Artisau tza ideia argitasunarekin 
lo tzen duen metafora batean, honako hau adierazi zuen: “betaurre-
koak ondu behar ditugu, bizi dugun mundua garbiago ikusteko”8. 
p2GPVUCNCTKKTWFKOGPVUWCTGMKPGVCUKUVGOCVKMQCTGMKPq9KFGPVKƂMC
tzen zituen abstrakzio mailen artean mugi tzeko gaitasunaren 
adibide, “metodologiko tzat” edo “teoriko tzat” sailkatutako dizipli-
na gaien eta haren garaiko kezka sakonen arteko loturak azaldu 
zituen, eta horiek ez dira, oro har, ain tzat har tzen. “Imajinazio 
soziologikoa” soziologiaren mugak gaindi tzen zituen gauza bat 
baino gehiago zen, maiz isilduta egon arren kolektiboa den gaita-
UWPGFQPCJKDCVGPJGNDWTWCGTGDCKV\GP
)TCOUEKMƂNQUQƂC\\WGP
MQPV\GRVWCIQIQTCGMCTV\GPFKIWJQTTGM/KNNUGMCPCNKUKUQ\KCNpMNC-
sikoa” dei tzen zuenak bidean aurkitutako oztopo administratibo eta 
ideologiko erraldoien balioespenarekin batera, bazegoen beste ideia 
bat: tradizioa osa tzen zuten “adimenaren gaitasunak gure bizi tza 
kulturalaren ezaugarri komun bilaka tzen ari zirela”10. 
(TGFTKE,COGUQPp%QIPKVKXG/CRRKPIqMarxism 
and the Interpretation of Culture QDTC%CT[0GNUQP
GVC.CYTGPEG)TQUUDGTI
GF7TDCPC7PKXGTUKV[
QH+NNKPQKU2TGUU
%9TKIJV/KNNUThe Sociological Imagination, 
0GY;QTM1ZHQTF7PKXGTUKV[2TGUUQT 
5. Ibid., 116. or.
6. Ibid., 211. or.
7. Ibid., 69. or.
8. Ibid., 151. or.
9. Ibid., 34. or.
10. Ibid., 21. or.
11. Ibid., 176. or.
12. Ibid., 131. or.
13. Daniel Geary, Radical Ambition: C. Wright Mills, 
the Left, and American Social Thought, Berkeley: 
7PKXGTUKV[QH%CNKHQTPKC2TGUUQT 
%9TKIJV/KNNUop. cit., 55. or.
15. Ibid., 150. or.
“Fun tsezko arazoak”… eta horren konponbideak beharrezkoa dute 
QTQJCTDKQITCƂCTGPpUCMQPVCUWPGVKMqGTCVQTTKVCMQG\GTQUQVCUWPC
zein gizarte historiko baten egituratik sortutako axolagabekeria arta-
tzea. Gure arazoak hauta tzeari eta aitor tzeari dagokionez, lehenbizi, 
gai ba tzuetan, axolagabekeria azaldu behar dugu, eta, zailtasunetan, 
erosotasuna, eta, bigarrenez, gai eta zailtasun horiek onartu behar 
FKVWIWIWTGCTC\QCCFKGTC\VGTCMQCP7TTCVUJQTKGVCMQDCMQKV\GCP
tartean dauden balioak eta meha txuak ahalik eta modurik sinplee-
nean azal tzen eta horien arteko loturak ezar tzen saiatu behar dugu. 
'TCDGTGCPCTC\QJQTTKGOCVGP\CKQPGFQ\GKPGTCPV\WPpGIQMKMq
esku-har tze puntu estrategikoen —hau da, egitura manten tzeko edo 
eralda tzeko “mekanismoen”— ikuspegia barne har tzeaz landa, balioe-
tsi beharko du zein diren esku har dezaketen arren esku har tzen ari 
ez direnak12. 
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#\MGPDKQDTGVCP,COGUQPDGTCM/KEJCGN9KPVGTDQVVQOGPIn This 
WorldƂNOC6TCHƂM telesaila eta Life and Debt dokumentala aipatu 
ditu, globalizazioa irudika tzeko saiakeren artean21. Baliteke Allan 
5GMWNCTGPƂNOCMGVCCTIC\MKCMtFish Story eta The Lottery of the Sea 
batez ere— “mapaketa kognitiboa izeneko nahiari” emandako eran-
tzun intelektual eta artistiko garaikideen artean sistematikoena 
eta gogoeta tsuena izatea, arte ekoizpenerako moduen, lan esperien-
tzien eta kapitalaren eskakizunen harremanei arreta historiko 
zeha tza ematen baitie. Halaber, zerrendatu egin litezke mapaketa 
nahi zabaldu horri eran tzuten dioten obrak, baina ez dute lor tzen 
JKUVQTKCDKQITCƂCGVCIK\CTVGGIKVWTC/KNNUGMGVC,COGUQPGMPCJK
zuten modu politikoki emankor horretan egitura tzea. 
Hala, mapaketa kognitiboa muga konpartituak dituen mundu 
QUQMQOGNQFTCOCNKTWFKMG
CFKDKFG\Babel DG\CNCMQƂNOGVCPGFQ
MQPURKTC\KQC
GUCVGTCMQ,COGUQPGMDGTCMThe Geopolitical Aesthetic 
QDTCPCKRCV\GPFKVWGPJKTWTQIGKVCJCOCTTGMQJCOCTMCFCMQƂNOGVCP 
GIWPGTGCWTMKFCKVG\MGJQTTGNCMQCMGFQJQTTGPDGUVGMQKMWURGIK
MQUOKMQCJCTVWG\GPJKUVQTKCGVCDKQITCƂCGTCDCV\CPRCV\GPDCKVK-
VW
Koyaanisqa tsi ƂNOGCPIGTVCVWDG\CNC
Millsek kontra egin zien patuaren edo tragediaren zen tzuari 
eta  txera “inaktiba tzaileari”, eta horiek dira gaur egungo krisi 
ekonomikoaren ondoriorik agerikoenak. Izan ere, per tsona arrun-
tek urrunago dituzte erabaki politikorako mekanismoak, botere 
eliteen joera despotikoaren ondorioz, eta, are garran tzi tsuagoa 
FGPCGTCIKNGƂPCPV\CTKQGMGTCMWVUKFWVGG\FKVW\VGNCDGTGMUQTVW-
tako tresnak batere ezagu tzen. Diruzalekeria errutina bihur tzea 
eta erasoak “erakundearen prin tzipio inper tsonal” gisa susta tzea 
—Millsek artean horren damu zen— egunerokoan ditugu, zalan-
tzarik gabe, eta badugu, halaber, dagoeneko bere garaian an tzeman 
zuen krisi politikoaren eta intelektualaren beste elementu bat: 
“adimena ez da indar publiko gisa inon ere ageri”22. Agian, goizegi 
FC
GFQCIKCPDGTCPFWGIKeICWTGIWPIQGIQGTCGMQPQOKMQCTGP
eta azpijoeren deskribapena aurki tzeko, zeina The sociological ima-
gination obrak beraren garaiko zien tzialari sozialei egindako eska-
kizun zorro tzak bete baiti tzake. Krisiaren biktima ekonomikoen 
deskribapen harrigarriak ditugu, hala nola Robert Brennerren 
Economics of Global Turbulence liburua, baita hedge-funds delakoaren 
eta zeharkako zor betebeharren mundu exotikoaren zenbait ikuspe-
IKZGJCVWGTGGVZGDCTTWMQCMGVCGTFKGVPQITCƂMQCM&QPCNF/CE-
Kenzie ekonomia soziologoak London Review of Books aldizkarirako 
ida tzitako artikulu zorro tzei esker. Dena dela, baliteke oraindik ere 
IWWTTWPGIQVGCpJKUVQTKCTGPCTC\QGKDKQITCƂCTGPCTC\QGKGVCGIK-
VWTCUQ\KCNCTGPCTC\QGKDWTW\DKQITCƂCGVCJKUVQTKCIWTWV\CVW\q23 
hausnar tzen duen eratik, azaldu ditugun mekanismo estrategiko 
horiek lor tzeko aukera emango digun eratik, hain zuzen ere. 
Finan tzek oraindik ere egunerokoan diraute mal tzurki, eta totali-
\C\KQCTKCWTTGGIKVGPFKQVG(KPCPV\CMMCTVQITCƂCV\GPUCKCVWFKTGP
zenbait obra berritan, horren sintometako ba tzuk an tzeman dai-
tezke. BBCren Freefall telesailean, kreditu krisiaren eragin biogra-
ƂMQCTGPKTWFKMCRGPKPFCTVUWCKMWUFCKVGMGGVCCTC\QRGTVUQPCNCM
gai publikoekin lo tzen ditu. Ai tzitik, esan genezake mapa sozio-
logikoago baten ikuspegia diruzalekeria eta sufrimendua irudika-
tzearen premiazkotasunean gal tzen dela, eta hondoan desager tzen 
direla azal tzen dituen dinamikak baino zabalagoak diren beste 
ba tzuk eta eraldaketa mekanismo posibleak. Ildo esperimentala-
go batean, Melanie Gilliganen Crisis in the Credit System obra iker-
MGVCPGVCCFKVWGKGVCƂPCPV\CCIGPVGGKGIKPFCMQGNMCTTK\MGVGVCP 
pOCRCMGVCMQIPKVKDQCqG\CTV\GC\GNC-GXKP.[PEJGMJKTKFKUGK-
nuari buruz ida tzitako The image of the city
*KTKCTGPKTWFKCQDTC
klasikotik hartu zuen termino hori Jamesonek; The sociological ima-
gination obraren urte berean argitaratu zen lan hura. 2QUVOQFGTPKU-
moaren alegoria material tzat har tzen zuen iruzkin ospe tsu batean 
t.QU#PIGNGUGMQ$QPCXGPVWTG*QVGNCTGPICKPGCPGIKPFCMQCt
Jamesonek honako hau adierazi zuen: “gure adimenak ez dira gai, 
ez behin tzat gaur egun, subjektu gisa har tzen gaituzten komunika-
\KQUCTGJCPFKOWNVKPC\KQPCNCMGVCFGU\GPVTCNK\CVWCMMCTVQITCƂC
tzeko”16$GUVGJKV\DCV\WGVCPGUCPFCG\ICTCICKDKQITCƂCTGP
historiaren eta egitura sozialaren arteko harremana sor tzeko, 
Millsek eska tzen zuen bezala. Jamesonen tzat, gaitasun hori Sartrek 
KFCV\KVCMQ(NCWDGTVGPGVC)GPGVGPpDKQITCƂGPqOWKPC\GPDGU-
teak beste, baita haren Critique de la raison dialectique 
#TTC\QK 
dialektikoaren kritika) obran totalizazioaren kon tzeptuarekin 
ideiari forma eman ziona ere. Sistema mundialaren ingurumariak 
kognitiboki mapara tzeko ezgaitasuna hiri batean bizi denaren tzat 
hiriaren mapa ezin era tzea bezain kaltegarria da, politikoki. 
Millsek imajinazio soziologikoaren ideia gizarte zien tzien jar-
duera publikoarekin lo tzen zuen, garaiko “ezaugarri komuna” 
zela aitor tzen bazuen ere. Jamesonen ustez, berriz, mapaketa kog-
nitiboa, nahiz eta artera mugatuta ez egon, kontu “estetikoa” da, 
eta oraina irudika tzeko gaitasunari dagokio. Gaitasun hori, aldi 
berean, mekanismo politikoak aurki tzeko aurrebaldin tza da, eta 
ezinbestekoa da orainaren ontologia argi dezakeen etorkizuneko 
arkeologiaren edozein zirriborrotan. Millsen baldin tza tzat ezar tzen 
du pen tsamolde sozialak “gaitasuna izan behar duela eraldaketa 
inper tsonalenetatik eta urrunenetatik gizakiaren ezaugarririk bar-
nekoenak har tzeko eta bien arteko erlazioa zein den ikusteko”17. 
Jamesonengan ere, baldin tza horrek badirau, baina esan liteke zen-
baitetan Mills baino are ezkorragoa dela bi maila horien artean 
mugi tzeko aukerari dagokionez, bera ez baitago niaren egonkor-
tasun garaikidearekin horren konben tzituta, Postmodernismo obran 
eskizofrenia lan tzeko duen moduan ikus daitekeen bezala. Ai tzitik, 
“osotasuna ikustea”, Jamesonen tzat, fun tsezkoa da oraindik ere, eta 
—argi eta garbi hegelianoa den formulazio batean— adierazten du 
pQUQVCUWPCTGPMCTVQITCƂCqUQTV\GCFGNCOCRCMGVCMQIPKVKDQCTGP
JGNDWTWC'UVGVKMCJQTTGPDCTPGCPUQTNKVG\MGGPQDTGMUWDLGMVWKPFK-
bidualei eta taldeei aukera emango liekete mundu globalizatu hone-
tan beren tokiko egoera uler tzen: “subjektu indibidualak gizarte 
egiturak beren osotasunean har tzen dituen eta irudika ezin daite-
keen osotasun handiagoaren egoeraren irudikapena izan dezan”18. 
'UCNFKJQTK/KNNUGMWhite Collar obran ida tzitako beste baten oso 
an tzekoa da: “indibiduoak ezin du bere existen tzia ulertu edo bere 
patua balioe tsi, bere gairako joeren eta bere gizarte eskalako indibi-
duo guztien bizi aukeren barruan kokatu gabe”19. Arrazoi bera dela 
medio, esan liteke teoria behar soziala zein indibiduala dela, teoria 
Millsek 1941ean lagun bati ida tzitako gutun batean proposatutako 
moduan uler tzen badugu: “Gauza guztiak ‘airean’ daude. ‘Lurretik’ 
gertuegi bazaude, inoiz ezingo duzu leku berrien gainean hegan 
egin. Teoria hegazkina da, eta ez bota pare pisu tsu bat; aitorpena-
ren eta espioi tzaren arteko banaketa da”20. Hasieran adierazi dudan 
DG\CNC,COGUQPGMDGTGGUNQICPMCTVQITCƂMQCRTQRQUCVW\WGPGMQ
bi hamarkadetan eta bereziki iragan hurbilean, mapaketaren baten 
gainean lan egiten duten obrak ekoizteko joera nabarmena ikusi 
dugu, edo, bestela, ikusizko gailuetan eta narratibetan imajina-
zio soziologikoaren eragina sar tzen duten obrak ekoizteko joera. 
16. Fredric Jameson, The Cultural Turn: Selected 
Writings on the Postmodern, 1983-1998, Londres: 
Verso, 1998, 16. or.
%9TKIJV/KNNUop. cit., 7. or.
18. Fredric Jameson, Postmodernism, or, The Cultural 
Logic of Late Capitalism, Londres: Verso, 1991, 51. or. 
%9TKIJV/KNNUWhite Collar: The American 
Middle Classes, 50th Anniversary Edition0GY;QTM
1ZHQTF7PKXGTUKV[2TGUUZZQT
20. Gearyk aipatua, op. cit., 37. or.
21. Ikus Ian Buchanan, Fredric Jameson: Live Theory, 
Londres: Continuum, 2006, 113. or.
22. The Sociological Imagination, 149. or.
23. Ibid., 225. or.
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oinarri tzen da, eta teknika brechtianoa erabil tzen du beste errealis-
mo mota bat lor tzeko. Agian —naturalismorik ezean—, kapitalismo 
ƂPCPV\KCNK\CVWCTGPWNGTVG\KPVCUWPCTKGVCCNFCICTTKGVCGTCIKMGVC
ugariei gehiago hurbil tzen zaie; izan ere, sistema horrek, ziurrenik, 
beste sistemek baino erresisten tzia handiagoa egiten die “mapaketa 
MQIPKVKDQCTKqVQVCNK\C\KQCTKGVCDKQITCƂCTGMKMQNQVWTCTK)KNNKICPGP
QDTCPƂPCPV\GMKPNQVWVCMQMQIPK\KQGTCMKPMQPV\KGPVGCPGVCDKVCT-
teko psikikoetan gerta tzea, agian, jazoera berri horiek imajinazio 
UQ\KQNQIKMQCTKG\CTTKVCMQGTTQPMGPCFKGTC\ICTTKFCƂPCPV\CITC-
ƂMQGVCPUCTV\GPFGPKPHQTOC\KQRQNKVKMQCCTVCV\GMQICKG\K\CVGC
0CJK\GVCJCPFKCIQGVCUQKNCIQDKJWTVWFKTGPCKVQTRGPCTGPFKDKUKQCP 
—artistikoak zein teorikoak—, oraindik ere, hurrengo fasera igaro 
behar dute eta errekruta tze fasea a tzean u tzi. 
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Duela egun ba tzuk eskuratutako ezagu tza-perla batekin hasi nahi 
PWMGG\VCDCKFCJQPGMKPNQVWVCGIQPDCKVCKVGMG$CFKTWFK'TTGUWOC
Batuko arteen diru-lagun tza publikoko gaur egungo erregimenean 

FKTWNCIWPV\CRWDNKMQMQDGUVGGTTGIKOGPGVCTCGTGGUVTCRQNCFCKVGMG
UGIWTWCUMKpDGTG\MQDCNKQqGVCpDCNKQGMQPQOKMQqVGTOKPQGMG\
dituztela jada bi esanahi desberdin, hau da, ez dira “balio” hi tzak esan 
nahi duenaren bi eraketa desberdin, eta termino horietako bakoi-
tzaren munduaren ikuspegi bateraezinen mul tzoa. “Berezko balioa”, 
dirudienez, erakundearen barnean zenba tzen eta baliozta tzen ez diren 
aktiboak dira, esaterako, “giza kapitala”. “Balio ekonomikoa” ostera, 
modu zeha tzean neur daitezkeen aktiboak dira, beren prezioaren 
arabera, eta aurrekontuetan ohiko moduan adierazi daitezke. 
'IWPIWVZKDCV\WMNGJGPCIQMKFGDCVGMKPK\CPPWGPGNMCTTK\MG-
ta batean, diru-ku txa publikoak uniber tsitate-heziketari edo arteei 
lagun tza gehiago eman beharko liekeela eska tzen dutenen kon-
traesan ez dialektikoari buruz itaundu genion elkarri, izan ere, 
beren eskaeretan haien “berezko balioen” terminoetan min tza tzen 
ziren eta, aldi berean, sektore horiek gizarteari egiten zioten ekarpen 
ekonomikoa erakusten zuten. Hala ere, ordurako erregimen diskur-
tsibo zahar batekin topatu ginen, existi tzen ez zen desberdintasun 
bat ikusiz. Hau da, elkarrizketa beste fase batera pasa da jada. Orain 
ez da ulergarria ezer “balio” terminoetan defenda tzea, ez bada prima 
facie neurgarria noizbait. “Berezko balioa” ideia bera ai tzakia gisa 
baino ez dela erabil tzen dirudi kostu eta irabazien analisian, orain-
dik neurtu ezin den “balio ukiezina” dena aipa tzeko eta, ondorioz, 
adostutako i txurazko neurri gisa ulertu behar da, argi baitago beha-
rrezkoa dela neurriren bat izatea.
&GPDQTC\MQVCUWPCTGPCNFGTFKJQTK
QTCKPFKMPGWTICTTKCG\FGPC
agerikoa zen, baita ere, egun berean en tzun nuen adierazpen batean, 
5EJQQNQH1TKGPVCNCPF#HTKECP5VWFKGU
51#5GUMQNCMQGTTGMVQTGQT-
deak egina; neurri horien aurka ziharduen, burokrata ahul batengan-
dik espero daitekeen indarrarekin, bere posizioan egungo egoeraz 
eta adierazitako merkantilizazio neurriez izugarri baliatuko dela-
rik. Aipatutako adierazpenean, errektoreordea heziketaren alorrean 
egingo diren murrizketen aurka ziharduen, izan ere, bere ustetan, 
horiek logika “kontablea” adierazten zuten, logika “ekonomikoa” 
beharrean, hau da, epe laburra eta kostu eta irabazien analisi ez 
eraginkorra lehenesten duen logika, edo bestela esateko, fetix bat 
FCMCNMWNWGMQPQOKMQCTTC\KQPCNDCVK\CPDGJCTTGCP'UCPCMFKQGP
moduan, ezin da kudeatu neurtu ezin dena, eta S. Artesianek berri-
ki aipatu duen moduan1, balioaren uniber tsaltasuna zenbakiaren 
uniber tsaltasunarekin dago her tsiki lotuta; agian horregatik dabil 
JCKPQPFQ
IWVZKGPG\JCUKGTCPGMQPQOKCPC\KQPCNGMQGTCIKMGVCM
e txeko ekonomiakoak bezala trata tzeko keinu ideologikoa. Balioa 
ez da ezer e txekotua egon ezean eta, e txeko gauza guztiak bezala, 
ezin da zalan tzan jarri.
Hemen hiru egoera irudika di tzakegu; bakoi tzak, bere erara, 
pRQNKVKMQCqFGPCTGPGURG\KƂMQVCUWPCUCKJGUVGPFWGNCFKTWFKPGWTMG-
taren inguruan pen tsa tzeko kategoria gisa: Lehenengoa dagoeneko 
iradoki dudana da, tarte politikoaren ikusgarritasuna edo antago-
nismo politiko baterako aukera neurriaren arauengatik ezinduak 
gera tzen diren egoera da. Bigarrenak, neurri horren izaera proble-
OCVKMQVKMCDKCVWVC\W\GPGCPGTCKMKMQNWMGRQNKVKMC
DCNKQCTGPGVC
produktibitate guztien legearen beherakada kapitalismotik haratago 
eramango gaituen zerbaiten gisa aldarrika tzeko keinu autonomista 
K\CPIQNKV\CVGMGJQTK*KTWICTTGPCDGTTK\WPGMQGURG\KƂMQVCUWPCTK 
aurre egitea li tzateke, duen  txirotasun politiko guztiarekin, zehazki 
4EG84A5<G4EG8M8G4"
87B4F>B-HA<58E 
GF<G4G84E8A54?<B4E8A
4?78>B5BEEB>4
Marina Vishmidt
Idazlea, doktore-hautagaia Lon- 
FTGUMQ3WGGP/CT[7PKDGTVUKVC 
VGCP/GVCJCXGPGMKPDCVGTCUncorpo- 
rate Identity 
GVCMedia Mutandis: 
Art, Technologies and Politics

antologiak argitaratu ditu. Maiz 
idazten du artistekin eta artisten-
tzat eta katalogo eta antologia 
ugaritan argitaratu du. Vishmidten 
artikuluak maiz ager tzen dira ho- 
nelako aldizkarietan: Mute, Aprior, 
Afterall, Textu zur Kunst eta Rear- 
VKMWNCEKLC. Horrez gain, Unemployed 
Cinema, Cinenova eta Signal:Noise 
proiektu kolektiboetan har tzen 
du parte.
1. S. Artesian, “Mis-measure for Mis-measure”, 
Mute
GMQC\CTQCTGPC
http://www.metamute.org/en/articles/mis_
measure_for_mis_measure 
[2011ko apirilaren 15ean begiratua].
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arriskuan jar tzen duen zerbaiten gisa ulertuta, gero eta biziagoak 
diren lan mailekiko menpekotasuna eta zorra areago tzea behartuz.
$GTC\CWVQPQOKCTGPJCKPDCVFGƂPK\KQFCWFGIW\VKCMGTGDCVG-
raezinak, eta merezi du horiek xehetasun gehiagorekin azter tzea. 
Kanten arrazoimen legegilearen elementu indar tsu bat dago, hau 
da, arrazoimenak kritika prozesu immanente bat gauzatu behar 
du bere baliozkotasun baldin tzekiko. Horretarako, bere autonomia 
behar du; ohituraren, sineskerien eta ezjakintasunaren “helduta-
sunik eza” baztertu behar ditu. Baina autonomia hori beharrezkoa 
da, hain zuzen ere, arrazoimenaren mugak jakiteko eta, ondorioz, 
baita autonomiaren mugak ere. Beraz, “geren tzia-arrazoimenaren 
kritikak”, horrelakorik behar badugu, problematika horrekin jar-
dun beharko du eta horrek, jakina, Foucaultera eramaten gaitu, 
zuzenean: Subjektu autonomoa gobernatua izatea libreki auke-
ra dezakeena da, mendetasunaren arrazionaltasuna barnera-
tzen duena, askatasunaren baldin tza orokor gisa. Zen tzu horre-
tan, interesgarria izan daiteke “ebaluazioa” terminoaren eraketa 
diskur tsiboa azter tzea, akademian fun tzionatuko lukeen moduan. 
p'DCNWC\KQCqGOCKV\GPPGWTTKQDLGMVKDQCTKGOCVGP\CKQPK\GPCFC
baina objektibotasun hori bere prozeduretan bakarrik da tza —pro-
tokolo eta kontratuek berre tsita— baina bere edukia subjektiboa da, 
PCJK\GVCJKGTCTMKCRTQHGUKQPCNGPDKFG\DCKG\VCVWVCGIQPp'DCNWC\KQq 
eta “baliozta tze” kon tzeptuek, beraien neurriak kontrola tzeko gai 
ez diren arduradunen adimenak jazar tzen dituzte eta akademian 
metrika hori erabil tzeak mundu guztia bihur tzen du arduradun 
—irakasleetatik hasi eta ikasleetara—, heziketa prozesuaren emai-
tzen arduradun, baita baliozta tze horien ondorio materialena ere 

ƂPCPV\CMGVCNCPMCTICPQVCMGVCD/GVTKMCMUQTVWFGPCTGPDCNKQC
zehazten duen bitartean, baliozta tzea edo ebaluazioa judizio modua 
dira, eta, judizio modua diren bitartean, epailearen autonomia 
aurresuposa tzen da. Baina akademiaren egungo baldin tzetan, judizio 
hori ezinezkoa da, aurresuposa tzen duen autonomia ere ezinezkoa 
baita: ebaluazioak eta baliozta tzeak formaltasun gisa fun tziona tzen 
dute; beren edukia beren behar administratibo eta ekonomikoarekin 
DCVFCVQTGTCDCV,QGTCGTTGMWVUKDQGVCVCWVQNQIKMQJQTTGM
OGVTKMCM
produzi tzen dena neurtu behar du, produzi tzen dena neurtu ahal 
K\CPFCFKPG\KPG\MQGIKVGPFWDGPGVCMQDCNKQ\VCV\GCICW\CV\GC'DC-
luazioa, ikaskun tza bezala, geroratu egiten da beti, metrika aplikatu 
ahal izateko. Bere existen tziaren baldin tzak berresteko soilik existi-
tzen den edozein mekanismok ekonomia aporetikoa ez ezik, ekono-
mia entropikoa ere sor tzen du.
Baina, jakina, aporetikoa ere bada. Aporia horrek beste garran tzi 
bat du heziketa artistikoan. Kanten judizio estetikoa har dezakegu, 
#FQTPQMDGTGƂNQUQƂCDGTCPVKCTTGCPDGTTGUMWTCVWVCMQC
CFKDKFG\
Dialektika negatiboa eta Teoria estetikoa QDTGVCP,WFK\KQGUVGVKMQCTGP
FGƂPK\KQCG\KPFCMQPV\GRVWDCVGCPUQKNKMDCTPGJCTVWJQTTGNC
artearen esperien tziari arrazoimenaren berariazko forma ema-
VGP FKQ CTTC\KQPCNVCUWPC0QUMK CTVGCTGP GMQK\RGPCM -CPVGM 
“helbururik gabeko helburu” deitua, badu berariazko arrazionalta-
suna ere. Beraz, arte-akademian edo heziketa artistikoan dabil tzan 
bi judizio mota daude kasu horretan; lehen begiratuan bateraezinak 
dirudite: ezin dira kon tzeptu batean barneratu eta, hala ere, bidezko 
moduan balioztatu daitezke estandarizatutako metrika baten bidez, 
zeinak “gaitasun kritikoak”, edo, bestela izenda tzeko, “autono-
mia” bezalako “emai tzak” egozten dituen. Baina baliteke ezkutuko 
konexio bat egotea: bi judizio motak erabat formalak dira, “berezko 
DCNKQCTGPqƂM\KQQRGTCVKDQCMCFKGTC\VGPFWGNCFKTWFKGPOQFWCP
ZELAKO LOTURA DAGO HORREN GUZTIAREN ETA ARTEAREN 
ARTEAN?
Bil tzar hau aurkezteko testuan adierazi den moduan, baliteke ana-
logia bat egotea, baita egituraren korrelazio posible bat ere, uniber-
tsitateetako kudea tzaileek, irakasleek eta ikasleek gauzatu dituzten 
diziplinen “barnean”, “artean” eta diziplina “guztien” eskaeren eta 
merkatari tza erreformen inplementazioaren artean edo, hobeki 
GUCPFCpOGTMCVWCTVKƂ\KCNGPqGVCNQIKMCMQPRGVKVKDQGPVZGTVCV\G
FKUVQRKMQCUGMVQTGRWDNKMQCP2QUKDNGFCFK\KRNKPGPCTVGMQGTTCFKMC-
\KQC
OWTTK\VWG\KPFCKVG\MGGPGUMCGTGMKPCMCFGOKCVKMMCPRQMQ
GUHGTCFGUDGTFKPGPDCNFKPV\CGVCGTNC\KQGMKPGVCCWVQPQOKCTGPGTTC-
dikazioa lo tzea, adituaren egoeraren eta autogobernuaren artean, 
bai hezkun tza erakundean orokorrean, bai hezkun tza-programak 
kudea tzen dituzten kultura erakundeetan, esaterako, museoetan. 
Alde batetik, homogeneotasuna eta konplizitatea lan tzen da gober-
nuen tresna guztiz hu tsalekin: aipatutako geren tzia-metrikak eta 
logika konpetitiboak, eta dauden denborazkotasunaren edo ekoiz-
penaren kontrako adibideak ezaba tzea, horiek ez badira modu era-
ginkorrean batera tzen horiek ematen duten arrazionaltasunarekin 
edo, baita ere, modu guztiz bakunean, arrazionaltasun horren fal-
tsutasuna adi tzera ematen badute. Bestalde, desberdintasuna, mal-
gutasuna eta oportunismoa susta tzen dira, banakako eta depar-
tamenduen arteko lehiaketa egiteko pizgarrien bidez; lankide tza 
baliabideak aurrezteko kasuetan bakarrik susta tzen da. Berez, hori 
pVTCPUFK\KRNKPCVCUWPCqFGNCMQCTGPDGUVGFGƂPK\KQDCVK\CPFCKVGMG
Adibidez, ikerketa baten “eragina” baliozta tzeko helburuak ikerketa 
akademikoaren “garran tzi sozial tzat” jo tzen denaren anbiguotasun 
MG\MCICTTKCKUNCV\GPFWDCKPCDCKVCICTTCPV\KUQ\KCNCDGTCFGƂPKV\GP
den modua ere: garran tzi ekonomiko gisa, jabe tza intelektualaren-
gandik eratorritako irabazi iturri gisa. Autonomian —akademiaren 
egitura sozial eta profesionalean— egindako inber tsio afektiboa arau-
di, estandar eta abar heterogeneoenak susta tzeko erabil tzen da. Gai-
nera, hori “kon tsumi tzailearen autonomiaren” ereduaren eta “zerbi-
V\WCPQKPCTTKVWVCMQqJG\MWPV\CTGPDKFG\ƂPMCV\GPFCOCVTKMWNC
garestiak ordain tzen dituzten ikasleek ezarrita eta, ondorioz, haiek 
ezin dute beraien esperien tzia kon tsumoaren esperien tzia gisa 
baliozta tzea saihestu. Ikasleen zorraren fun tzioa ere ezin da gu txie-
tsi, ezta zor horren eragin diziplinarioak ere gizartean orokorrean. 
'\KPDGUVGMQCFC\QTTCTGPGTNC\KQCUWDKTCPQVCUWPCTGMKP\QTTCCDG-
rastasun, kaudimen edo kreditu eskuragarri gisa edo subiranotasuna 
eta bere adierazpen guztietan, balioen krisi gisa, pila tzearen prin-
tzipioaren balioaren krisia, plusbalioaren balioarena ekoizpenaren 
GVCCTC\QJQPGPMTKUKCTGPGTTGRTQFWM\KQCTGPQDLGMVWIKUC'\FC
kapitalismoan balioak fun tziona tzen duen moduko krisia, herstura-
neurriek osasun ona duela adierazten baitute: kostuak murriztea 
nahikoa da. Benetan, bere fun tzionamendu normala gero eta gehia-
go krisi baten adierazgarri gisa ikusten duen krisia da eta krisi hori 
agudo tzen duen zerbait da; forma-balioak, horrela, zirkuitu askoz ere 
zuzenagoa ezar tzen du antagonismo sozialarekiko.
2. Ibid.
Topaketa edo geroago, balioaren neurketa lanaren debaluazioaren 
neurketa bihur tzen da, bere erreprodukzio-denboraren debaluazioa… 
Kapitalak bere neurria hartu du eta ez da nahikoa. Beti du egun bateko 
a tzerapena eta beti falta zaio dolar bat edo milioi bat. Burgesiak ezin du 
inora joan edo ezer egin, berriro jatorrira i tzuli eta lana debalua tzeko 
presioa egin baino. Lanaren erreprodukzioa eta langileak gizaki sozial 
gisa hobe tzen dituen edozer gauza da beraien helburua2.
24 25
dituen kontraesanak. Hemen, behar bada, aipa tzea mereziko luke 
“teoria” diziplina-muga seta tsuenen disolba tzaile gisa erabil tzeak 
Jacques Rancièrek “erregimen estetikoa” deiturikoarekin nolabai-
teko an tzekotasuna duela, hau da, Modernismoan eta abangoar-
diako artean iragarri zen bul tzadarekin, artearen eta beste guztia-
TGPOWICMFKUQNDCV\GCPCNFCTTKMCVW\GPCTGMKP
CTVGCGVCG\CTVGC
CTVGCGVCDK\KV\CGVCDGTGGURG\KƂMQVCUWPCJCKP\W\GPGTGFKUQNDC
tzea eragiteko ahalmenaren bidez ezar tzen du, gu txienez bere ere-
muaren barne. Gustatuko li tzaidake jakitea posible den aurkakota-
UWPGFQPGICVKDQVCUWPOQVCTKMDGTTKTQUCTV\GCG\GURG\KƂMQVCUWP
honetan, ez soilik gure eztabaida ekonomia politikoarekin berri-
ro lo tzeko, modu osagarrian, ez baili tzateke Rancièreren proiek-
tu politikoaren zati izango eta, gainera, zirkuitulaburra sortuko 
luke negatibotasunaren eta ikuspegi eman tzipa tzailearen artean, 
ekonomiak utopikoa denaren merkatua erakarri duen unean, 
“berezko balioaren” adibideak erakusten duen moduan. Baita 
GTGDGTTKTQFGƂPKVWDGJCTMQIGPWMGpCTVGCTGPVGQTKCq\GTPQNCMQ
objektu diskur tsibo edo kritikoa den, eta hori parekatu beharko 
genuke “teoriak” humanitateen eremuan, eta zehazki hezkun tza 
CTVKUVKMQCPQTQMQTTGCPFWGPHWPV\KQCTGMKP'UCPIGPG\CMGpCTVGC-
TGPVGQTKCqQTCKPFKMGTGQUQGURG\KƂMQCFGNCDCKPCVGQTKCCTVGCP
modu osagarrian, ez da halakoa. Beste arazo bat izango li tzateke 
jakitea “teoriaren” luzapenak aldi berean “artearen teoriaren” 
zabal tzea hasi duen ala ez, baina oraingoz “teoriaren” luzapena 
“teoria orokorraren” luzapena dela suposatuko dut eta eremu epis-
temikoan fun tziona tzen duen alegoria gisa proposa tzen duela, gure 
arreta erakar tzeko uniber tsitateko balioaren formaren luzapenaren 
inguruan.
AUTONOMIA / NEGATIBOTASUNA
Metrikarekiko norgehiagokan pen tsa dezakegu, egun adierazten 
den moduan heziketa publikoaren murrizketa eta “endeka tze” 
GTTGHQTOGPCWTMCMQKMCUNGGPOWIKOGPFWCP$QNQIPC2TQ\GUWCTGP
testuinguruaren barne eta handik kanpo, autonomia kritikoaren 
proiektuaren ekoizpen gisa: ezagu tzak ekoizteko eta parteka tzeko 
ekin tzaren aukera aurrera tzean da tza —nahiz eta ez beti modu kon-
tziente edo egonkorrean—, heteronomiaren menpe egin gabe, hori 
NQIKMCGMQPQOKUVCGFQCTTC\QKKPUVTWOGPVCNIKUC
JCWFCFGPDQTCTGP
autonomia eta ikasketa ez instrumentalaren gunea aldarrika tzen 
FCGVCICWTGIWPGUMCKPV\GPFKIWVGPCWVQPQOKCIKUCWNGTVWVC
MQP
tsumi tzailearen autonomia, zerbi tzu-horni tzaileen aurrean bote-
TGCFWVGPDG\GTQGPC2WPVWIQTGPGCPtDCVG\GTGQMWRC\KQGVCPt 
mugimendu horrek, baita ere, autonomiari ez ezik, “anomiari” ere 
CWTTGGIKVGCGUCPPCJKFWCƂNKC\KQRQNKVKMQTKMICDGMQMQOWPKVCVG
politiko batenari alegia, bere eskasia eta kontingen tzia erradikala 
baino ez duena, eta, aldi berean, boterearen kondizio gisa azal tzen 
FGPC
CFKDKFG\GTTGRTGUKQCTGPCRCTCVWGPICPFKMDGTGK\KG\KPK\CVGC
WPKVCVGCWVQTKVCTKQGFQHQTOCNKUVCMWMCV\GCDCKVCCJWNVCUWPMQP-
FK\KQIKUCGTG
\CKNVCUWPCMMQPRTQOKUQKTCWPMQTTGMQKVWTTKCMCWTMK
tzeko, egitasmo bat diseina tzeko, egoeren aurrean erreakziona tzeko 
eta antagonismoa modu positiboan manten tzeko, modu erreaktibo 
UQKNGCPK\CPDGJCTTGCP
Laurogeigarren hamarkadatik aurrera termino balioaniztun 
gisa zirkulatu duen teoria, behar bada goi-mailako heziketako 
“autonomiaren” arazoaren eraginkortasunaren beste adibidea 
izan daiteke, batez ere heziketa artistikoari dagokionez. Hirurogei 
eta hirurogeita hamargarren hamarkadetako ma txinada sozialen 
ondoren, testuinguru intelektual zabalago bat eskatu zen heziketa 
CTVKUVKMQTCMQCWVQPQOKCGTTGCM\KQPCTKQCTGPGTGFWMQFKƂMCVWCTGP
arabera edo, gu txienez, heziketa horren aurresuposizioen arabera, 
praktikan jarri ziren moduan, oraindik ere gizabanako modernista 
OQPCFKMQGVCKVZKCMGMQK\VGMQLQGTCDCKV\WGP'\FCIQGUCPDGJC-
rrik gizabanako monadikoak bestelako indar eta eragin sozialen 
bitartez ere era tzen eta zabal tzen direla. Beraz, teoria beste eremue-
VCVKMGMCTTKFCJCNCPQNCGUVGVKMCUQ\KQNQIKCƂNQUQƂCCPVTQRQNQIKC
eta politikaren 68ko Maia tzaren ondorengo bereizketa molekular 
ani tzak, instituzionalizatu ziren heinean: teoria feminista, kolonia-
osteko teoria, queer teoria, etab. Horrek ez du esan nahi heziketa 
artistikoa teoriarik gabekoa izan zenik ordura arte, teoria dizi-
plinazko parametro ez zela baizik. Teoriak diziplinaren barneko 
edo kanpoko arrazoibidea era tzen zuen heinean, irakasleen bidez 
egiten zuen, eta irakasle horiek norbere modura egoki tzen zuten. 
Teoriaren instituzionalizazioak heziketa artistikoaren eta dizipli-
na akademiko tradizionalen arteko mugak apur tzeko eta komu-
nikazio-bideak ireki tzeko aurkeztu zuen bere burua, baita ezagu-
tzaren estandarizazio eta pareka tzearen indar gisa ere, britainiar 
heziketa politeknikoko eremu osoan. Hau da, profesionalizazio- 
ran tz bul tza tzen zuen indarra zen, eredu diskur tsiboaren arabera, 
“humanitateen” eredua, eta —epe luzean— heziketa artistikoaren 
berariazko treba tze, gizartera tze eta ebaluazio ereduak erauztea era-
IKP\WGP2TQ\GUWKPVGITCV\CKNGCGTGDC\GPDCKPCKPVGITC\KQJQTTGM
irakasle-ikasle harremanean autoritate-per tsonalaren artisau egitu-
TCVTCFK\KQPCNCMCJWNV\GCGMCTTK\WGP
GIKVWTCJQTKGMQTCKPFKMFKTCW-
VGCFKDKFG\UKUVGOCCNGOCPGCPGVCCNFKDGTGCPIK\C\KGPV\KGPGVC
humanitateen bitartez gara tzen ziren eztabaida kritiko ani tzetara 
ireki zen heziketa artistikoa, ordura arte haiengandik isolatuta 
egon zena, gu txienez akademiaren barnean. Baina era askotara 
planteatu daitekeen auzia da honakoa: aldaketa horrek zein neurri-
tan adierazi zuen diziplinazko errefor tzua balio kapitalista oinarri 
duen uniber tsitateko diziplinak barreia tzean, edo balio hori ezar-
V\GCTGPDKFG\MQFK\KRNKPCV\GCP
JQTKK\CPDCKVCWPKDGTVUKVCVGJWOC-
PKUVKMQOKVKƂMCVWCTGPGTCNFCMGVCTGPGTCIKNGGTCIKPMQTTC#FKDKFG\
kritika ideologikoko terminoetan, hau da, geure buruari galdetuz 
teoriak instituzioaren beraren eremu operatiboan tratatu ezin 
daitezkeen energia edo an tsietate kritikoen lekualda tzea suposatu 
FWGP
JQTTGMGTCDGTGCPMTKVKMCKPUVKVW\KQPCNCMTKVKMCMCRKVCNGTC
lekualda tzeak suposa tzen duen trebakun tza eta estrategia [erakun-
dea] gisaren inguruko auzi orokorragora eramaten gaitu eta, ondo-
TKQ\HWPVUGCPJQOGQRCVKMQCFCGFQpOCVGTKCNKUOQCMCFGOKMQCMq
eragindako berregituraketaren kritika materialistaren terminoe-
tan; langile akademikoen eta ikasleen esplotazioa, proletarizazioa 
GVCGIQGTCG\GIQPMQTTCCWTTGMQPVWGPƂPCPV\KCTK\C\KQC\CKPMGVC
kontrol biopolitikoa eta desadostasunaren tzako lekuaren ezabaketa 
areagotuz, bai uniber tsitatean bertan bai okupatu ohi zuen gune 
sozialean, etab. Kritika horiek elkarrengandik bereizi ezin diren 
arren, badago biek behar duten zerbait, edonola sailkatuta ere: auto-
nomiaren arazoa eta horrek eragiten dituen kontraesanak ganoraz 
har tzea, ho ts, kritika horren objektuetan, kritikaren proiektuan 
eta teoriak bere adierazpenean izan dezakeen fun tzioan eragiten 
'MQPQOKCNKDKFKPCNCMDCNKQGPGIKVWTCUGMTGVWCMGVCGMQPQOKCRQNK-
tikoak ezkutatuko bizimodu edo desirek osa tzen dute ma txinada 
honen benetako oinarrizko planoa.
Claire Fontaine, “Human Strike”
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“Autonomiari” modu dialektikoan ekin behar zaiola defenda tzean, 
“teoria” berriro hartu dezakegu kontuan molde desberdinetan. Aldi 
berean, bereizketa akademikoaren disolba tzailea da, diziplinazko 
erresisten tziaren eragile korrosiboa eta merkatuaren diziplina-
ren objektu meha txatua, bere logikaren aurka dabil tzan irakas-
gai akademikoak kostu-irabazien analisiko integrazio zuzenean: 
“berezko balorearen” ezaugarri bereizgarritik hasita, hark irabazien 
iturri gisa ustiatu daitekeenari bakarrik egiten diolarik mesede. 
'URG\KƂMQCG\FGPCTGPPGICVKDQVCUWPCTGPICKCCVGTCDGJCTFWIW
negatibotasun hori —esan bezala— arteak bere burua “erregimen 
GUVGVKMQqIKUCFGƂPKV\GPGVCHWPV\KQPCV\GPFWGPOQFWCPFCPCDCT-
mena, baina gaurkotasunarekiko e tsaitasunaren praxi politikoan 
bakarrik gailendu daiteke, dagoeneko dagoenaren mimesian izan 
beharrean. Hau da, balioaren legearen bereizketa guztiak desegi-
VGCDGTCMNCPFCV\GPGVCKPFCTV\GPFKVWGPCMK\CPG\KM0GICVKDQVC-
suna kategoria apolitikoa ere bada, bere ilusio humanistak ukatu 
zaizkion jarduera-eremu ba tzuen topaketa zuzenetik sortua, baita 
horiengandik haratago joateko beharretik, ilusio horien boterea-
ren hondarrekin jarduten dugun bitartean, beste gauza baterako 
desira izanda. Horixe adierazi nahi dut “autonomia” diodanean. 
“Heziketa defenda tzea” edo “arteak defenda tzeari” buruz hi tz egin 
nahi badugu, “ondasun publikoaren” historikoki okerrak diren 
KPVGTRTGVC\KQ\CJCTMKVWGVCPGTQTKICDG 
GUVCVWRTGPGQNKDGTCNCM
ezagu tza eta kulturari buruz zuen ustezko hautemate irudikorra, 
beraiek balioztatua, modu komenigarrian, interes gabezia horren 
QPWTCGMQPQOKMQGPKPIWTWMQCTIWOGPVWGMKPKPFCTV\GPFGPC
sekulako dilema baten aurrean jar tzen gara: jendeak ez du existi-
tzen ez den zerbaiten alde borrokatuko, ezta irudikatu ezin duen 
\GTDCKVGPCNFGGTG'ZKUVKV\GPFGNCWUVGFWVGP\GTDCKVGPCNFGGIKPIQ
dute borroka; nahiz eta kritikak benetan existi tzen dela edo ez dela 
adierazi, bere existen tzia beti izango da bakar ba tzuen tzat soilik eta 
desberdintasun handiko baldin tzen pean. Kritikaren subjektuak 
aurre egin behar die, lehenik eta behin, bere autonomia kritikoaren 
baldin tzei eta horiek zein baldin tzatan mantendu edo baztertu 
behar diren zehaztu behar du. “Defendatu” behar den “hezkun tza” 
hori bezalako objektua ikusgai bihur tzen da, edo agian sortu egiten 
da, hain zuzen ere hura eraso tzean eta objektu horrek aurresuposa-
tzen dituen harreman sozialak ere orainaldian sortu behar dira, 
a tzera begirako moduan sor tzen diren heinean. Hori gauza bat 
da. Beste gauza bat da “berezko balioaren” munduan, ondasun 
bat neurtu ezin izanaren ideia anakronikoa bezain ezgaraikoa da. 
Anakronikoa da ideia horrek dagoeneko zenba tzeko modu bat har-
tzen baitu barne, gu txienez “ideologikoki”; ez du neurririk ezar tzea 
nahi, geren tzia-metrikarekin edo metrika “ekonomistarekin” bate-
raezintasun teknikorik edo prin tzipiozkorik edo ez duela frogatuz; 
praxi politikoaren auzia da beti balio forma zalan tzan jar daitekeen 
LCMKVGCIGTQGVCNCWUQCIQCM
DCKPCGTCIKPMQTTCMFKTGPVTGUPGPDKFG\
ƂPMCFCKVGMGGNCLCMKPQTFG\#PCMTQPKMQCFCDCKVCGTGUWDLGMVKDQ-
VCUWPCTGPGMQK\RGPCTGPVGTOKPQGVCPK\CPGTGJG\MWPV\CTGP
GVC
GMQK\RGPMWNVWTCNCTGPDGPGVCMQDCTPGJCTV\GCTGMKPDCVGTCFCVQ-
\GPDK\KOQFWMQTRQTCVKDQGMKMQCMWNVWTC\KQCM
GVCJQTTGPDCTPG
sar tzen dira merkaturagarri diren zerbi tzuen ideiaren naturali-
zazioa, heziketa merkan tzia gisa, ordaindutakoaren arabera jaso-
V\GCGVCCDCTWPKDGTVUKVCVGCMMQPVUWOKV\CKNG\WJWTTGK\GTDKV\WCM
eskain tzen dizkien negozioak balira bezala kudea tzeko modua-
ren aurkakotasuna era tzeko oinarriak honda tzen ditu. Kon tsumi-
tzailearen subiranotasuna, aldi berean, eremu horietako barne 
Analisi honetan autonomiaran tz egindako bira modu desberdi-
nean planteatu daiteke, batez ere, “kon tsumi tzailearen autonomia” 
aipa tzen dudanean honda tzeko bidean dauden erakunde kapitalis-
tek partaide tza eta independen tzia kontrol-estrategia nola bihur tzen 
FKVW\VGPWNGTV\GMQDCNKCDKFGIKUC2CTVCKFGV\CGVCKPFGRGPFGPV\KC
erakunde horiek ekoizteari u tzi ezin dioten merkatuaren subjek- 
VKDKVCVGCTGP\CVKFKTCDCKG\MWVCV\GPFKVW\VGPGCP
pDKMCKPVCUWPq
kategoriaren bitartez edo “ikerketa independentearen” promesa 
GIKPG\DCKpDGPGVCMQCDUVTCM\KQqJQTKGMKPFCTV\GPFKVW\VGPGCP
'TGOWJQTTGVCPHWPV\KQPCV\GPFWVGPCWTMCMQOWIKOGPFWIW\VKGM
arazo bera dute. Jakina, kon tsumi tzailearen subiranotasunaren ter-
minoekin estalitako subiranotasuna ez da berria, desira eman tzipa-
tzaileak merkatura tzen eta bereizten diren modua da, desira horiek 
modu kolektiboan gauza tzeko inolako ikuspegirik gabeko gizar-
VGDCVGCP'\VCDCKFCJQPGMDGTTKTQJCTVWDGJCTMQNWMGMQPVWCP
baita ere, noizbait “autonomia erlatibo” baten izendapena, kulturak 
eta heziketak bere jabe tza berreskuratu duten moduan, eta baita 
“autonomiaren” erabilpena artelanaren poten tzial kritiko gisa ere, 
Adornoren teoria estetikoko hartu-eman absolutuaren balioaren 
K\CGTCP 'TC DGTGCP G\KP FC DKFG JQPGVCVKM CWTTGTC LCTTCKVW
gu txienez aipatu gabe subjektu autonomoaren bereiziezintasuna 
eta artearen autonomia, ortodoxia modernistaren ezaugarri kano-
PKMQIKUC
)TGGPDGTIGVCMKFGCMDGTGDWTWCTGPNGIGIKNGFGPGTG-
mua, bere arau immanenteak bete tzen dituena, baliabidez baliabi-
FG'VCKNFQJQTKLCTTCKFCKVGMGLCMKPCCWVQPQOKCTGPPQ\KQJQTK
beste desberdin batek ordezkatu zuela aipatuz, arte kon tzeptualak 
iragarritakoa, baliabide bakoi tzaren artearen berariazko ekoizpen-
CTCWGPKOOCPGPV\KCP
KMWU-QUWVJGVCMKFGCMpCWVQPQOKCTGPq 
zen tzu politiko eta instituzionalean baino interes  txikiagoa iza-
PKM'FQCWVQPQOKCTGPNGJGP\GPV\WJQTKICKPFKV\GCDGJCTTG\MQC
dela esan daiteke, arteak bigarren mota hori bila tzeak zer esan 
PCJKNWMGGPKTWFKMCV\GMQ'VCRQUKDNGFC#FQTPQMCWVQPQOKCTGP
bi mota horien lotura ez egonkorra markatu izana, adibidez, artea 
eskematiza tzeko monadaren kon tzeptuaren bere erabilpenarekin.
'UCPPCJKFWFCPCFCpCWVQPQOKCqVGTOKPQCTKFCIQMKQPIGJKG-
IK\MQCHGMVKDQVCUWPCCWVQPQOKCTGPGMQPQOKCNKDKFKPCNC
CKRWCM
FKQGPOQFWCPUCTTK\KVCNCK\CPFCKVGMGGNCKMWUFCKVGMGGNCCWVQ-
nomiaren ikuspegitik ikusten dugunean, bere buruaren legegile 
den subjektu arrazionalaren erregistro arauemailean, ekonomia 
PGQMNCUKMQCTGPGTCIKNGCTTC\KQPCNCTGP
pIK\CMCRKVCNCTGPqLCDGCTGP
subjektibitate heteronomoarekin disimulu gu txiko lotura ezarrita. 
Baina lotura horren uka tze dialektikoa ere ezar tzen du, arrazional-
tasunaren edo heteronomiaren ukapena egiten saia tzen bada ere 

DCKVCRCTVGMCV\GPFWVGPUWUVCPV\KCTGPCGTGOWIGPCKPV\CVGURGPC
CNGIKC
3. Fredric Jameson, Postmodernism, or, the Cultural 
Logic of Late Capitalism8GTUQ.QPFTGUGVC0GY
;QTMQT
Badago Marxen pasarte ezagun bat, zeinean ezinezkoa dena egitera 
susta tzen gaituen, hau da, garapen hau aldi berean positibo eta nega-
tibo den zerbaiten gisa jo tzea; beste hi tzetan, pen tsamendua gai iza-
tea kapitalismoaren ezaugarri penagarri ageriak eta, aldi berean, bere 
dinamika bikain eta aska tzaileak an tzemateko, pen tsamendu baka-
TTGCPGVCDKGPLWFK\KQGPKPFCTTCCJWNFWICDG0QNCDCKVIWTGCFKOGPCM
jaso behar ditugu kapitalismoa gizakiari inoiz gertatu zaion gauzarik 
onena eta  txarrena dela ulertu ahal izateko. Agindu dialektiko soil 
honetatik iri tzi moralak izateko jarrera erosoagorako tartea joera seta-
VUWGVCIK\CVKCTTGIKCFC0QNCPCJKGTGICKCTGPNCTTKVCUWPCMIWVZKGPG\
ahalegin bat egitea eska tzen du kapitalismo berantiarraren garapena 
modu dialektikoan pen tsa tzeko; hondamendi eta aurrerapen gisa, aldi 
berean3.
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har tzearen adierazle jo daiteke, “ondasun publikoaren” ideiaren 
egiazkotasunaren eklipse historikoa eta kapitalaren komunitateko 
komunitate guztien berrantolaketa. Baina objektiboki deskonposa-
tzen den heinean, eta bere existen tziaren beraren posibilitatearen 
baldin tzak desegiten diren heinean, gu txienez hasieran, aipatutako 
UWDKTCPQVCUWPCTGPKTWFKRGPFGUKVZWTCVWVKM
DCKPCQUQDGPGVCMQC
FGPGVKMUQTV\GPFKTGPFGUCFQUVCUWPCMUQTV\GPFKVW*QTKLCMKPC
KMCUNGGPOWIKOGPFWCTGPMCUWCG\G\KM
DGTVCPKMCUNGCMUQKNKMG\
FCWFGNCTKMWPKDGTVUKVCVGMQCFOKPKUVTC\KQCTGPNCPIKNGGFQCMCFG-
OKMQGPCGTGDCFC
JCWFCK\GPG\MQGUVCVWUCFWVGPNCPIKNGGPCsta-
tus quo delakoa ez alda tzeko nolabaiteko interes afektiboa dakarren 
OCKNCP$CNKVGMGCUMQ\GTG\CKNCIQCK\CVGCICWTGIWPWPKDGTVUKVCVG
lantokian gailen tzen den autonomiaren ber tsioaren berezko atomi-
zazio eta konplizitateen ereduekiko lotura etetea baldin tza horiek 
ikasleen tzat neur tzen diren modua baino; izan ere, bertan auto-
nomia “profesionaltasunaren” etengabeko ziklo batean inbrikatuta 
gera tzen da, eta autogobernuko hainbat egitura husten ditu, horiek 
oraindik ere ikaragarriagoa den izenda tze, lehiaketa eta neurketa 
hu tsalen logikarekin bete tzeko.
Hemen interesgarria izan daiteke aipa tzea —berriz ere laburta-
sun barkaezinarekin— lehen erabilitako erreferen tziaren testuin-
gurua, “objektiboki deskonposa tzen” den kapitalaren komunita-
tearen egoerarena. “Kapitalaren komunitatea” terminoa Jacques 
Camatten eta haren ezker-muturreko teoria komunistan du jato-
rria: “giza-komunitatea” aipatutako kapitalaren komunitatearekin 
kontrajar tzeak “gizakia espezie gisa”, antropologia negatiboa eta 
OCVGTKCNKUOQCPVTQRQNQIKMQC
QTCKPIQ\CKPV\CVJCTVWMQG\FWFCPC
moduko eztabaida ani tz eragingo lituzke. Hala ere, erreferen tziaren 
fun tsa “komunizazioari” buruzko Theorie Communiste obratik eta 
bere azken oharretatik dator; lan horrek klaseen arteko harrema-
nen haustura adierazten du, lehen aldiz, eta komunismoa ahalbi-
FGVW
G\PCK\JQTTGVCPGTGIGJKGIKUCTVWMQ/QFWVCPIGPV\KCNCIQ
batean, Loren Goldnerren obran eta kapitalismoa “endekapenean” 
 dagoela dioen tesiaren inguruan egiten ari den lan guztian ere 
badu jatorria. Horren arabera, kapitalismoa ez da jada indar pro-
gresiboa, bere existen tzia hainbat faktoreen araberakoa da; indar 
erreproduzi tzaileen ez erreprodukzioa, aktiboen likidazioa eta 
KVZWTC\MQMCRKVCNDCVGPWICTKV\GC 
CFKDKFG\ pƂPCPV\CTK\C\KQCq
DCKPCDCKVCGTGGUCVGTCMQpG\CIWV\CTGPGMQPQOKCqQTCKPFKMGMQK\-
tu ez den eta, beharbada, inoiz ekoiztuko ez den plusbalio baten 
balioan oinarri tzen da.
7PGJQPGVCPCTVGCMCRKVCNCTGPDCTPGCPGVCRQVGPV\KCNMKMCRK-
talaren aurka, gaiaren inguruan egiten ari naizen lanarengan 

pGURGMWNC\KQCGMQK\RGPOQFWIKUCqK\GPCTGMKPGTTGHGTGPV\KCJQPGM
duen garran tzia zera da: negatiboa den forma-balioaren kritikari 
buruz dihardu, erabilpenaren balioa hartu-emanaren balioaren 
CNFGTFKIKUCWNGTV\GPFWGPJGKPGCP
OGTMCPV\KCTGPK\CGTCFWCNC
eta lana lan kapitalista gisa uler tzen du, edozein kritika moralista 
edo muga tzailek ez bezala, horrek erabilpenaren balioaren baiez-
tapena edo kapitalaren aurkako lanaren baliozta tzea gizarte edo 
bizi tza ez kapitalista baten aurre-irudipen gisa ulertuko lituzke. 
“Onura publikoari” buruzko eztabaida gehienak azken kategoria 
horretan sartuko nituzke. Are gehiago, eskatuko nuke, gu txienez 
esperimentalki, “autonomiaren” inguruan pen tsa tzeko ikerketa 
honek garatu zuen negatibotasunaren ildotik, Marxen ekonomia 
politikoaren kritikatik abiatuta. Langile klasearen autonomiarekin 
NQVWVCMQPGICVKDQVCUWPCLCDGV\GMCRKVCNKUVC\GJCTMCV\GPFWGP
GVC
\GPV\WQPVQNQIKMQCPJCPFKMFCVQTTGPpGIKVGMQqCWVQPQOKC*GOGP
“autonomia” bere ezinezkotasun baldin tzen ildoan pen tsatu behar 
da eta, bere ezinezkotasunean pen tsatuta, gaur egun dituen posi-
bilitateen baldin tzak hartu behar dira kontuan, haiek ere baitira 
bere hondaketaren baldin tzen zati.
Badaude alderdi problematikoak komunizazioaren pen tsa- 
menduan, hala nola, bitartekari tzari uko egitea, paradoxikoki, his-
VQTKCTGPVGNGQNQIKCJGIGNKCTMNCUKMQCTGMKPDCVGTCVWVC
GFQDKMQK\VW-
VC$CKPCCOCKV\GMQDCFCIQRGPVUCOGPFWJQTTGVCVKMCVGTCFG\CMG-
gun zerbait, berriro ere ekonomia politikoa eta negatibotasuna, 
VGQTKCTGPGVCDCVG\GTGCTVGCTGPG\GURG\KƂMQVCUWPCTGMKPNQV\GMQ
DGJCTTGTCKV\WNV\GPICKVWGPC'UCPFCKVGMGG\GURG\KƂMQVCUWPJQTK
orain arte bere burua zabal tzen duen balio gisa esperimentatu eta 
barreiatu dela, eta kapitalaren an tzekoa izan da, bai hu tsune kua-
litatiboan bai zurruntasun kuantitatiboan; akademian politikoa 
denaren adierazgarri izan da, formalismoak eta “politikoa” dena-
ren ideiaren desloturak markatuta, heziketa benetan barne har-
tzean. Hori horrela da, nahiz eta, modu bi txian, eremu artistiko 
edo kulturalean “heziketa” gakoa bihurtu den “politika” esateko, 
eta bertan gorde tzen dira heziketaren molde malgu, kontingente 
eta baita eman tzipa tzaileak ere, edo eremu hori erabil tzen dute 
hainbat prototipo praktikan jar tzeko, gero zirkuitu “akademikoe-
tan” edo “kapitalismo kulturalaren” zirkuituetan berriro  txerta tzen 
FKTGPCM$CKPCRQNKVKMQMKGFQUQ\KCNMKNCPIKNGIKUC
GFQKMCUNGGFQ
MQPVUWOKV\CKNGIKUCKFGPVKƂMCV\GCWMCV\GPFWGPNCPIKNGMNCUGCTGP
GVC
Big SocietyDG\CNCMQGRKVGVQGPDKFG\DGTGDWTWCCKPV\CVGUVGPG\ 
duen kapitalaren arteko klase apurtuaren harremanaren ideiak 
G\FWNCIWPV\GPGIWPIQDK\KDCNFKPV\GPICTCRGPGCP
G\VCOCPVGP
V\GCPGTG VTGDCMWPV\GPG\GURG\KƂMQCVUWPGTCGTCOCVGPICKVW
VGQTKCCTVGCGFQJG\MWPV\CGUCVGTCMQ'\GURG\KƂMQVCUWPJQTK
egungo ikasle-mugimenduen barne gauza tzen da, baina orainal-
diaren aurkakotasun gisa ere azal tzen da, orainaldi horrek ez baitu 
ezer ere ez eskain tzen. Aurkakotasun horrek ere ez du non babestu 

G\PQTVCUWPKMG\QTICPK\C\KQTKM*QTTGNCpVGQTKCQTQMQTTCMqKTGMK-
ta manten dezake gunea, eta, horren barruan, kritika hau eta praxi 
ez-kapitalista baterako proposamen hauek bertan ibil daitezke, 
baina egiteko horren zati da modu desberdinean instituzionaliza-
tzea eta, bitartean, dagoeneko dauden instituzioen gaitasunaren 
alde borroka tzea ahalegin horiek babesteko; dialektika hori argi 
eta garbi ilustra tzen da ikasleek protesta egiteko uniber tsitateetan 
okupazioak antola tzen dituzten moduan, baita horiek denak bate-
TCW\VGMQFGKCNFKGVCPGTG'VCC\MGPKMPCJK\GVCOQFWPQNCDCKV
VCPIGPV\KCNGCPK\CPCTTGVCLCTTKPCJKPWMGG\G\RG\KƂMQVCUWPCTGP
eta akademiaren barnean diziplinazko banaketek oinarri duten 
NCPCTGPDCPCMGVCICKPFKV\GCTGPCTVGCP
JQTTGVCPDGTVCPGTGQKPCTTK
tzen baita kultura geren tziala, nahiz eta, praktikan, banaketa hori 
administrazio, kontrol edo manten tze lanari esker eteten den, lan-
RQUVWC\GKPCJKFGNCTKMGTGGVCJQTTG\ICKPPCDCTOGPFWDGJCT
da hori izan zela beti heziketa burgesaren promesa “arte liberale-
tan”; zerbaitetan espezializa tzearen estigma teknokratikoa saihes-
4. “Here Comes, There Goes. The Other Hand 
Clapping; The Other Shoe Dropping; The Other 
Lung Collapsing”,6JG9QNH4GRQTV0QPEQPƂFGPVKCN
analysis for the anti-investor DNQIGCP 
GMQ
QVUCKNCTGPGCPCVGTCVC
http://thewolfatthedoor.blogspot.com/2010/02/
here-comes-there-goes.html
Klaseen borroka eraiki tzeko mugimendu baten eran tzunak kapital 
guztiaren erreprodukzioaren kostu sozialak ulertu behar ditu, eta 
koste sozial horiek erreprodukzio guztiarenak izan behar dira, eta ez 
bakarrik makineria, eskulana eta garraioa, baizik eta pila tze kapita-
listaren gainean eraikitako antolaketa sozialaren kostu osoa, horren-
tzat ezinbestekoa direnak; hori da gaur egun pila tzearen zailtasuna 
osa tzen duena4.
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VGP\WGPGURG\KCNKVCVGHCNVC0KPGWPCK\JG\KMGVCJQTTGPGOCKV\C
'UVCVW$CVWGVCPMNCUGCTGPOWIKMQTVCUWPCTGPV\CVHWPVUG\MQCDCIW-
PGCK\CPFGPJG\KMGVC#TIKFCIQG\GURG\KƂMQVCUWPCTGPRTQOG-
sa horretan utopikoa den zerbait dagoela. Marxen ideologian ere 
utopikoa da: Marxek kapitalismoaren gorakadari egozten zion lan 
sozialaren banaketa eta hori ordezkatuko zuen ekoizleen elkar tze 
libreak ez fun tsezko bihurtuko zuela espero zuen; adimen-lanaren 
eta esku-lanaren banaketa hori bera da polaritateak sor tzen dituena 
artean eta lanean, teorian eta praktikan, humanitateetan eta zien-
tzietan, uniber tsitatearen barnean. Ba tzuetan kapital sozial osoak 
polaritatearen alderdi bati egin dio mesede, beste ba tzuetan, ordea, 
DGUVGCTK7PGJQPGVCPG\FKQKPQTKOGUGFGTKMGIKVGPDCKPCDKGKCJC-
lik eta onura gehien atera tzen saia tzen da, eta hori egiteko indar-
keriarengan ahalmena, onarpena eta monopolioa manten tzen du. 
Ondorioz, banaketa horiek berriro hartu behar dira kontuan, 
berrikusi eta areagotu egin behar dira egungo gure egoeran sor 
dezaketen autonomia-gune horien alde egite aldera, nahiz eta auto-
nomia-gune horiek oraindik sor tzeke daudela jakin.
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Duela hilabete ba tzuk, Montehermoson izan genuen bileran, eta 
'WTQRCMQJGTTKCNFGTGPDCVGVKMG\\GVQTTGPDCMCTTCK\CPKMPKTG
parte-har tzean fun tsezkoa iruditu zi tzaidan egoera horren aipame-
na egitea. Hautu bat egin beharra nuen: lumak eta gerripekoa hartu 

LGPFGCMDGVKGURGTQFKVWGVCRWDNKMQGTTGURGVCICTTKCMVZCNQV\GP
GFQGUMWDKFGMQ
GVCMQOCVZQCTVGCPIKUCUQKNKMQPCTFCKVGMGGPDGT-
dintasun baten plantak egin?
0KTGRTGUVCMWPV\CTGPGVCNCPCTGP\CVKJCPFKDCVGMKPV\CCTVGCTGP
eremuan izan denez, bereziki eragiten dit “performatibitate” hi tz 
kakofonikoa, bai hi tzak testu ida tzi bati ala aurkezpen publiko 
bati erreferen tzia egin. Hau da, badakit testua halako kode 
batean irakur tzeko nahikoa dela per tsona gramatikal bat, lexiko 
berezia edo izen zerrenda bat aukera tzea. Labur esanda, badakit 
“Apaltasunaren gorespena” izena duen zerbaitetan “performatibita-
te” hi tza erabiliz gero barkamena eskatu behar dela. Zin egiten dut 
ez dudala berriro erabiliko. Arteak ematen didan lizen tziarekin, 
zita teorikoak zein teknizismoak saihesten ditut.
0CJKMQICK\CDCNCGVC\CJCTTCDCFCGTG\GPDCVGTCKPQFGPDGJC-
rrezkoa hizkera jakin bat halako pen tsaera bat adierazteko, akade-
OKCM
QJKVWTCQPGPOKTCPGVCDGTGUQNFCVCFKTWUCTKGVCKTCDC\KGMKP
CTFWTCVWTKMDGVKG\FWG\GTGIKVGPIQIQGVCJQTKGPKPIWTWCP+\CP
ere, arte garaikidearen kasuan arazo larri bihurtu da zilegitasun 
CMCFGOKMQCVGTOKPQKNWPGM
GVCUKPVCZKMQTCRKNCVUWGMDGTOCVW
beharra: nahikoa da tonu aproposa erabil tzea, zen tzugabekeria 
OQTFQDCVQJCTMCDGCPRCUCFCFKPp2GTHQTOCVKDKVCVGCTGPqCDCPVCK-
lak dira, baina baita inter/multi/cross/transenak ere. Beraz, —umeen 
eta zakurren gisa— sari-zigor dinamika ikasten badugu, ihesean 
KTVGPIQICTCKPQTMGUCNFKDGTGCPpMQPVUGTDCV\CKNGq
pMQOKUCTKV\Cq
eta “gerra-makina” hi tzak erabili orduko.
0CJK\GVCIGJKGIKMGTKCNKVGTCTKQ\LQUKVCMQVQPWJCWGTCDKNK
NWOC
GVCIGTTKRGMQCCUVKPV\GMQDCNKCDKFGCJCTTKFWTCGVCRTGOKCJQTK
transmiti tzea zen nire asmoa hizketaldi hartan.
0QNCC\CNFWKPQTDCKPQIGJKCIQGFQIWVZKCIQK\CPICDGGURGTKGP
tzien artean ezberdintasun nabarmenak daudela eta, gainera, 
VTCPUOKVKVWGIKPFCKVG\MGGNC!0QNCC\CNFWDKNGTCMQPKTGWUVG\MQICK
xaloak —Hezkun tza Artistikoko eredu multidiziplinarren azterke-
VC$QNQIPC2NCPCMGMCTTKMQFKVWGPCNFCMGVGPQPFQTKQ\tICTTCPV\K
tsuak bezain premiazkoak diren beste gai ba tzuk sala tzen zituela? 
0QNCC\CNFWPKDK\KPKPV\GPJGTTKCNGMWDCMGVUWCK\CVGVKMGVGPKM
ez duen gerra batean sartuta dagoen leku bat izatera igaro tzeko 
GURGTKGPV\KCJQPFCOGPFKCJKRQVGUKGFQFCVWJKUVQTKMQK\CVGVKM'UVC-
tu bakoi tzean egunero-egunero indarkeriaren ondoriozko hainbat 
JGTKQV\CK\CVGTC
CV\QJQIGKVCJCOCDQUV6COCWNKRCUGPICWTJCOC-
JKTWIQTRWpCIGTVWqFKTC/KEJQCE½PGPGTCMWPFGGPGTQOGPCTGP
GTFKCPGVCICWGVCGIWPCTOCFCMCNGGVCPFCDKNGNC!0QNCC\CNFW
DCVG\GTGGIQGTCJQPGPNCTTKVCUWPC
G\Grand Guignola, baizik eta 
DGTGMCWUCMGVCQPFQTKQCMG\\GNCPKTGRNCPVGCOGPFWGVCPDGUVG-
VCUWPDCVGPDGTOGC
UWFWTTGCPJG\WTDCVGVCDWTWCOWTTK\VWVC 
4C4?G4FHA4E8A
:BE8FC8A4
Pilar Villela Mascaró
#TVKUVCGVC#TVG2WDNKMQMQKTCMCU-
NGC/QTGNQUGUVCVWMQ#TVG'UMQ-
NCP +TCMCUNG K\CPFC.C'UOG-
TCNFC#TVG2NCUVKMQGVCMQ'UMQNC
0C\KQPCNGCPGVC+DGTQCOGTKMCMQ
7PKDGTVUKVCVGMQ#TVGCTGP*KUVQ-
TKCMQHCMWNVCVGCP2KNCT8KNNGNC-
ren ida tziak aldizka ager tzen dira 
espezializatutako aldizkarietan, 
Curare o Radical Philosophy beza-
lakoetan. Komisarioa izan da Arte 
Publikoko 3. eta 5. Foroetan, Siquei-
TQU#TVG2WDNKMQMQ#TGVQCP

GVCEl Resplandor erakuske-
VCPNQUPIGNGU#TGVQCP

Duela gu txi 'NLCTFÉPFG#ECFGOWU 

/7#%GVCDarker than Night 

%CUKPQ /GVTQRQNKVCPQ 
erakusketetan hartu du
There was something in the air that night
The stars were bright, Fernando
They were shining there for you and me
For liberty, Fernando
6JQWIJYGPGXGTVJQWIJVVJCVYGEQWNFNQUG
There’s no regret
If I had to do the same again
I would, my friend, Fernando
Abba
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GVCGMQK\VWCPQPCJKMQVCUWPKFGKCTGPCTVGMQGVCJKUVQTKCTGPKFGKC
teleologiko baten arteko harremana iradoki nahiko nuke. Alde bate-
tik, ekoizpen eredu horrek uste du ondasun ukigarriak ekoizteko 
beharrezkoa den giza ahalegina nabarmen gu txi tzen duten tekno-
NQIKGM
RCVGPVGVGMPQNQIKGPUQTOGPRNCPKƂMCVWC+)GCPGIKPKMQ
KPDGTVUKQJCPFKCMGVC\CJCTMKV\GRNCPKƂMCVWCFWVGPOGTMCVWGP
UKUVGOCCPVQNCVWDCVGPGOCKV\CFKTGPGMICTCV\GPGVCDWNV\CV\GP
dituztela hirugarren mailako sektoreak eta sektore espekulatiboak, 
eta —batez ere— sektore horiek mugagabe haztea, zirkulazioa ia 
ezerezetik biderka tzen dutelako eta hori delako, berez, hazkunde 
GMQPQOKMQC
OCMTQGMQPQOKMQC
Ideia horren aldekoek onar tzen dute, noski, ez dela lan imma-
teriala munduan lehentasuna duena. Bestalde, bi egoera horien 
CTVGMQJCTTGOCPCC\CNFWDGJCTTCTGPCTC\QCFCWMCIW'VCJQTUCT
tzen da garapena, toki ba tzuk besteak baino garatuago daudela 
RGPVUCVW\MQPRQPV\GPDCKVCMQPVTCGUCPC
JCWFCCWTTGVKMFQC\GNC
KTWFKOGPG\MQJKUVQTKCNGTTQCPGIQGTCQTQMQTDCVGPGOCKV\CFGNC
pen tsatu beharrean. Ikusezinak diren edo beti beste tokiren batean 
FCWFGP
JKUVQTKCPCV\GCPDKMVKOCCTVGCPVTQRKMQIQTKGVCP'MKCN-
FGCPGVCD\GPDCKVOCVGTKCNVCUWPGPOGPRGFCIQNCPKOOCVGTKCNC
“Makila eta azenarioaren” kontua nahita isilean uztea da hemen 
CTC\QCJCWFCRCVGPVGCM\KWTVCV\GMQ
GVCRTQFWMVWCMDCPCV\GMQ
Legea behar dela, eta makiladun poliziak betearazi behar duela1; eta 
jendeak Mac bat eros dezan eta immateriala eta sormenduna izan 
FCFKPDGJCTTG\MQCFGNCCWTTGMQCCRWTV\GCGFQDGTGK2CFDGTTKC
diseinu estudioko lagun guztiek nahiko luketen azenarioa izatea. 

#FKDKFGCMUQDGTCPFKVWIW#HTKMCMQKPFWUVTKCHCTOC\GWVKMQVKMJCUK
GVC+TCMGPDNQMGQICTCKCPMCNVGVWGPV\CMQNCIWPV\GVCP0$'MK\CP-
dako irregulartasunetara, Monsantoren negozioetara edota tanta-
NKQCTGPGMQK\RGPGTC
Oinarrizkoa da enpresari iluminatu gaizto ba tzuen edo zenbait 
presidente mozkorren C\RKLQMQCez dela azpimarra tzea —pen tsaera 
hori oso kon tsola tzailea bada ere— baizik eta, nolabait esatea-
rren, erresisten tzia gu txiagoko edo beharraren ildoaren arabera 
mundu mailan fun tziona tzen duen ekoizpen eta antolamendu 
sistema batena 
G\\GPV\WOGVCƂUKMQCPDCK\KMGVCDCVGPNQIKMC
matematika baldin tzan <=>. Klase sor tzailea egon daiteke baldin, 
eta soilik baldin, ordenagailuetarako behar den koltana atera tzen 
FWVGPOGCV\CTKCMDCFCWFG'WTQRCTGPUWURGTV\GOKTCICTTKCRQUKDNG
K\CP\GP/CTUJCNN2NCPCGZKUVKVW\GNCMQUQKNKM$KQGTTGICKCTGPCQUQ
ondo dago, baina artoa autoaren erregaia edo Hego Amerikan gosez 
JKNV\GPCTKFGPWOGKPFKQCDCVGPCK\CPFCKVGMG'VC*GIQ#OGTKMC
oso urrun dago.
+PVGTOWNVKETQUUVTCPUCGFQƃQIKUVQTGPGMQPQOKCDCVGMQMQP-
binazioaren miraria, bakteriak bezala, erdibi tze bidez ugal tzen 
FC$CV\WGVCPGVCJGTTKOCKNCP
KPMWDCICKNWGVCPGVCNGJGPVCUWPC
FWVGPWPKDGTVUKVCVGGVCPOCVGTKCNIGPGVKMQCMVTWMCV\GPFKVW\VG
eta horrek espezie berriak sor tzeko aukera ematen die. Berezita-
sun berri horren bitartez, per tsonak eta herriak hazi eta beraien 
CTVGCPGNMCTV\GPFKTCGVCJQTTGNCFKTWƃWZWGPDKFGCMC\MCTVWGVC
FKDGTVUKƂMCV\GMQCWMGTCGOCVGPFWVGPGMQPQOKCJC\MWPFGGTGOW
berriak sor tzen dituzte. Hori ez da irudi deleuzianoa, baizik eta 
metafora hu tsa: museoko traste zaharrak zain tzen zituen agure 
arkaiko pajaritadunak espezialista ugari sor tzen ditu: artearen teo-
rikoak, museologoak, arte garaikidean espezializatutako komisa-
rioak, museo hezkun tzan, artean eta politikan espezialistak, onda-
rean, kultur kudeaketan, zaharberri tzean, plataforma digitalen 
GFWMKV\GCTGPCDCK\KMGVCNCTTKCNFKMQOWPC'WTQRCMTKUKCTGPGFQ
krisien aurrean esna tzeak momentu egokia adierazten zuelako, 
agian, bestetasun hau ez zen beste tokiren batetik eztabaida tzeko? 
EREMU KOMUNAK
Goian aipatutako galderei eran tzuteko asmoz, estrategia ona iru-
FKVW \KV\CKFCP \W\GPGCPQTCKP IWVZK/GZKMQP 
GFQ/GZKMQVKM
eginiko zenbait proiektu artistikoz hi tz egitea, heziketa nolabait 
inter/multi/cross/transekin politikaren bidez lotuko zutenez eta, 
gainera, eredu orokorrago ba tzuen adibide izan zitekeenez. Aipa-
tuko ditudan proiektuak “arte politiko” termino zalan tzagarrian 
bil daitezke. Honetan datoz bat: arteari artea kenduta, bizirik iraun 
FG\CPDGTOCV\GPFWVGFK\KRNKPCTGPFGƂPK\KQCCJWNFWGVCDGVKbeste 
leku batean dagoen sozio/hezkun tza/historia baliagarritasuna alda-
TTKMCVWVC+MQPQMNCUVGPCWTMCMQG\VCDCKFCFCCNGIKCKFQNQC
CTVGC-
TGPHGVKVZGDWTIGUCUCNDWFCIQJGTTKZGJGKNWUVTCV\GPGVCJG\VGP
baitu. Testu honen helburua da ikonoklasia berri honen teologiaren 
DGTG\KVCUWPCGVCJQTTGPKMQPQFWNQGPLCTTGTCFGƂPKV\GC
Bestalde, interesgarria iruditu zi tzaidan artearen berezitasun 
JQTK
XGTUWUKPVGTOWNVKETQUUVTCPUOGVCHQTCVQRQNQIKMQDKJWTV\GC 
Azkenik, lurraldea posiziona tzea zen nire arazoa, eta lurraldea 

G\CIWV\CVKMMCPRQGFQDCTPGGIQVGJQTK\GPG\VCDCKFCICKC/QP-
tehermosoko hizketaldian manifestazio politikoen, herri gertaeren 
eta istilu mediatikoen irudiak erabili nituen arren, nire kasuen 
eredu ziren adibideak testuinguru batean koka tzeko, kasu honetan, 
eta hi tzak idazteak pen tsa tzeko denbora gehiago ematen duenez, 
eredu horiek —nahiko zabal— azal tzeko erabili nahiko nukeen 
lurralde komuna defini tzen hasiko naiz, oinarrizkoa badirudi 
ere. Ondorengo orokortasunak ez ditut sakonki azaldu, beste toki 
ba tzuetan nahiko dokumentatuta daudela uste baitut. Hala ere, 
beharrezkoa irudi tzen zait garbi azal tzea, azaletik bada ere.
XX.OGPFGCTGPGTFKCNFGTC'WTQRCMQIGTTCTGPQPFQTGPIK\CTVG
mugimendu baten promesaren pareko bihurtu zen uniber tsitate 
ikasketetako masifikazioa. Oro har, mugimendu agindu hori 
OQOGPVW\GJCV\GVCIGQITCƂCGTGOWOWICVWDCV\WGVCPDGVG\GP
Hala ere, lehenengo mundu dei tzen dugun horretan izan zuen 
eragin zabalena. Gehienetan, ongizate estatuarekin lotu zen pro-
mesa bete tzea —ekonomia keynesiarren ku tsu selektiboekin, eta 
nahiko leku bake tsuak bermatu zituzten zenbait hamarkadatan, 
MQPVUWOQCUWUVCV\GMQ\QTTC
RWDNKMQCGVCRTKDCVWCJCPFKVWGVC
irabazien banaketaren bidez bermaturiko egonkortasun sozialare-
kin nahastuta. Banaketa hori estatu sendoek/kolonialek bul tzatu 
zuten aktiboki, gerrarako zuten ahalmenak koloniei ukaturiko 
neurri protekzionistak ez ezik bakea ere berma tzen bai tzuten 
euren nazioko lurralde mugetan.
0KTGKTKV\K\DCVGVKMICTTCPV\KVUWCFCG\CIWV\CTGPGMQPQOKGP 
Forden ondorenaren, eta lan immaterialaren inguruan gogoeta 
GIKVGCGVCDGUVGVKMƂPCPV\COGTMCVWCTGPGVCGMQPQOKCJKTWIC-
rren mailako zerbi tzu bihur tzearen inguruan, zatiketa geopolitiko 
JQTKGPGVCJQTKGMGTCIKPFCMQMCRKVCNƃWZWGPRGTVUQPGPGVCUCN-
gaien abiadura eta noranzko desberdinen ondorioz.
Kontua hemen ez da estatu-nazio bat zapaldua ala zapal tzailea 
FGP
GVCCTGIWVZKCIQJCPIQJGTTKVCTTCMDCK\KMGVCCDKCFWTCGVC
ƃWZWCTGPPQTCP\MQFGUDGTFKPJQTKGVCPQKPCTTKVWVCMQGMQK\RGP
modu horrek zer sor tzen duen eta nola fun tziona tzen duen.
Alde horretatik, garapen eredu tzat ezar tzen den lan immateria-
NCTGP
NGJGPGPIQOWPFWCMGVCNGJGPGPIQOWPFWCPMCRKVCNK\CVWC
1. Makila honen beste aldea merkatu bel tzekin 
GTNC\KQPCVWTKMFCIQƂPCPV\CGVCOKNKVCTQRG-
razio konplexuak, oso landuak eta errentaga-
rriak. Askok esan dute Mexikoko indarkeriaren 
IQTCNFKCMJCTVWFWGPKVZWTC
DWTWCOQ\VGCM
VQTVWTCM DCJKMGVCM GPVTGPCOGPFWOKNKVCT
UQƂUVKMCVWCTGPGOCKV\CFGNC 
/GZKMQMQMCUW
ezagunena Zeta taldearena da, talde armatu 
“pribatizatua”, partaideek erabil tzen dituz-
VGPVCMVKMCMJCKGVCMQDCV\WGM51#9*+05'%
delakoan estatuaren parte izan zirenean jaso-
VCMQGPVTGPCOGPFWGVCPKMCUK\KVW\VGPGVCG\
“emoziozko erreakzio” baten emai tza. Hori ez 
da azpijoko baten ondorio, baizik eta lehenta-
sun ba tzuen menpean dauden zenbait merka-
tuaren aginduren eta estatu politiken arteko 
ondorio logikoa.
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CKV\KPFCTKDCV\WGMGUCP\WVGPDG\CNCG\FGNCFK\KRNKPCDCVGPCNC
DGUVGTGPDGTG\MQICTCRGPNQIKMCVKMUQTVW
CNCDGTGMQPDKPCVQTKC-
VKMPKTGOGVCHQTCDKQNQIKMQCPDG\CNCDCK\KMGVCDGTG\MQGIQGTGP
CWTTGCP GOCPKMQ GTCPV\WP \KTMWPUVCPV\KCNGPDKVCTVG\ 'IQGTC
horietan zenbait agentek beren sinismen ala interesen arabera joka-
tzen dute estrategikoki, desadostasuna beren produktibitatea igoko 
duen mailara eramanez. Bestela esanda: kontua ez da kapitalismoa 
desadostasunaren forma guztiak har tzeko eta bere produktibitate 
GTGFWGPOGPRGG\CTV\GMQICKK\CVGC\MGZCV\GPLCTTCKV\GC
70#/GMQ
#TVG)CTCKMKFGMQ7PKDGTVUKVCVG/WUGQMQ,QTIG4G[PQUQMQOKUCTKQCM
/CTZKUOQ)PQUVKMQK\GPCGOCPFKQIGTVCGTCJQTTKGVCCTGIWVZKCIQ
halako luddismo libertarioan murgildu eta egin beharrekoa guz-
tiok balkoian errefauak landa tzen hasi behar dugula proposa tzea, 
azkenean loreon tzietan uranioa zegoenez hogeita hamar urterekin 
minbiziak jota hil tzeko.
Testu honi “Apaltasunaren gorespena” izena eman badiot, nire 
iri tziz eskura tze horiek batere misterio tsuak ez direlako eta indar-
keriaren zenbait formetatik eta mailetatik abiatuz beharrezko 
bilaka tzen diren tokialdaketa bidez fun tziona tzen dutelako izan 
da. Inter/multi/cross/trans delakoa bereziki oparoa gerta tzen da 
estrategikoki absolutua2 dirudien orainaldian tokialda tzen uzten 
FKIWPGTGOWIKUC7UVGFWVGUVTCVGIKCGVCQTCKPCNFKJQTKGVCPGTG
badagoela ekin tza eremu bat.
1. KASUA
KON TZEPTUALISMOAK ETA UNAM MEXIKOKO UNIBER-
TSITATE NAZIONAL AUTONOMOA
Ondorengoa anakronismo baten istorioa da. Gertatutakoaren histo-
TKCC\VGTV\GC\ICKP
JQTKPCJKFWVICNFWICDGMQCTVKUVCMpDGTTGUMW-
ratu” zituen narratiba nola sortu zen ere azter dadin nahi dut.
.CWTQIGKVCJCOCTICTTGPJCOCTMCFCP70#/GMQ#TVG2NCUVKMQGP
'UMQNC0C\KQPCNGCPKMCUNGPKPV\GPGCPJKTWTQIGKVCJCOCTICTTGP
hamarkadaren hasieran artearen etorkizuna abstrakzio geometrikoa 

CTVGCGVC\KGPV\KCW\VCTV\GMQPCJKC\GNCMQWUVGQUQC\WVGPCTVKU-
ta talde batek egindako ikasketa plana zegoen indarrean. Adibi-
dez, horregatik ikasi behar izaten genuen bi urtean geometria, 
edo horregatik zuen zibernetika izen kanpai tsua gaur egun ikas-
NGGM2JQVQUJQRCGTCDKNV\GPKMCUVGMQFWVGPKMCUICKCM)CTCKJCTVCP

ICWTGIWPGTGIGTVCV\GPFCPQNCDCKVKMCUICKIW\VKGVCPRKPVWTC
GUMWNVWTCCTIC\MKNCTKV\CGFQITCƂMQTGPDCVDGUVGTKMG\IGPWGP
egiten. Hortik kanpo zegoen guztia arte alternatiboa zen, eta ikas-
NGGMKTTKMC\KTCMWTV\GP\KVW\VGPCV\GTTKMQCNFK\MCTKCM
G\\GIQGP
+PVGTPGVKMPQUMKCMCFGOKC\CJCTMKVWDG\CKPCWVKUVCVKM3 kanpoko 
ereduen bila.
+C JQIGK WTVG IGTQCIQ CP 70#/GMQ#TVG )CTCKMKFGMQ
7PKDGTVUKVCVG/WUGQCMCVGCMKTGMK\KVWGP#WTTGMQDKNFWOCDCV
QKPCTTKJCTVWVC 
<KGPV\KGP GVC#TVGGP7PKDGTVUKVCVG/WUGQMQC
/7%#/GZKMQMQpCTVGICTCKMKFGCTGPqKMWURGIKCPVQNQIKMQCUQTVW
nahi zuen lan sorta erosteko programa abian jarri zuen Mexikoko 
NGJGPGPIQOWUGQRWDNKMQCK\CP\GP
PCJK\GVC/GZKMQPCWTTGMQ
hamarkadetan erakundeek arte esperimentala edo alternatiboa dei-
V\GP\WVGPCOWUGQCUMQVCPQTFWTCMQGTCMWUICTTKK\CP
Bilduma erosi aurretik, erakusketa bat egin zen, eta garran tzi tsua 
ez zen izan bakarrik komisarioa erosketa ba tzordeko kide garran-
tzi tsua izatea, baizik eta azken 30 urteetako arte mexikarraren 
historiaren proposamen koherentea aurkezten zuen lehenengo 
GTCMWUMGVCJKUVQTKMQCPVQNQIKMQV\CVLQ\WGNCMQDGTGDWTWC
JKUVQ-
zain tzan, genero ikasketetan eta kolonien ondorengo ikasketetan 
espezialistak, eta diziplina horietako guztietako irakasle andana. 
*CUKGTCPJQTKGVCMQCUMQWPKDGTVUKVCVGGVCMQOCUKƂMC\KQICTCKCP
sortu ziren karreretan ikasitakoak ziren: biztanleria hazkunde 
haren ondorioz aldaera genetikoak sortu ziren. Hamarkaden ara-
berako estatistika aldaerei ere jarrai geniezaieke: azken urteetan 
ziztu bizian ari dira heda tzen komisario karrera ala espezialitatea 
eskain tzen duten zentroak.
#VCNJQPGPJCUKGTCTCKV\WNKMQPCK\1TCKPIWVZKCTVG
FWGNCDGNCW-
naldi bat lehenengo munduan, bai eta hirugarren munduaren zati-
TKMJCPFKGPGCPGTGWPKDGTVUKVCVGJG\MWPV\CMOWIKOGPFWUQ\KCNC
\KWTVCV\GP\WGP
KPIWTWCP.QPFTGUGMQWPKDGTVUKVCVGDCVGM
“Zer izan nahi duzu?” galdera erretoriko sinestezina erabili zuen, 
harro, metroan, bere zerbi tzuak eskain tzeko, eta, autoestimu arazo 
larriak zituen publikoaren aldeko apustua eginez, “Langile” eran-
V\WP\WGP'TGFWJQTTGVCPWPKDGTVUKVCVGJG\KMGVCTGPCUOQC\GP
espezializazio handiagoaren bitartez per tsonari lanpostu hobea edo 
—bestela esanda— lan errazagoko eta soldata handiagoko lanpostu 
DCV\KWTVCV\GC'UVCVWCTKGVCIK\CTVGCTKQTQJCTQTGMCRQNKVKMQC
DCTPGMQPVUWOQKPFK\GCNVWCM
GMQPQOKCpQUCUWPICTTKCqGVCG\CIW
V\CGMQPQOKGPJC\MWPFGCGUMCKPV\GP\K\MKGP
QPFCUWPUKPDQNKMQCM
eta teknologikoak patenta tzeko eta lan zikina beste toki batean egi-
VGMQCWMGTCGVCCDGTCUVCUWPCG\GTG\GVKMUQTV\GP\GNCUKPGVUCTC\VGP
zuen. Alde horretatik, uniber tsitate hezkun tzaren eraginkortasuna 
PGWTTKICTTKDKNCMCV\GP\GP
KMCUNGITCFWCVWGPMQRWTWC\GPDCVGM
lor tzen duten lana, enpresek kalitatezko ikerkun tza programeta-
rako zenbat diru ematen duten, edota eraginkortasun neurri ber-
DGTGPCTCDGTCIQDGTPWGM\GPDCVKPDGTVKV\GPFWVGP
Halako batean, ordea, beharrezkoak diren komisario kopurua 
mugatu samarra da —nahiz eta herri bakoi tzak, herrixka bakoi-
tzak, bere arte garaikideko museoa eraiki. Baina uniber tsitateari ez 
zaio axola, bere “arrakasta” karrera bakoi tzean izena eman duten 
KMCUNGMQRWTWCTGPCTCDGTCPGWTV\GPDCKVW
GPV\WVGVUWCMpRWDNK\K-
tate ona” diren heinean soilik axola zaizkio: lanpostu onenak lortu 
dituzten ikasleak izan dituzten karrerak dira arrakasta tsuenak eta, 
ondorioz, networkinga irakaskun tzaren oinarrizko zati da. Komisa-
TKQGPMCUWCP$CTF%QNNCIGCCFKDKFGDKMCKPCK\CPNKVGMG$GUVGVKM
eta herri mailan, jendeak ugal tzen jardun beharrean ikasten jardun 
zuenez, mantendu beharreko agure sorta handia dago, eta lanean 
PCJKMQCIC\VGG\
RGPVUKQRNCPCMFGUGIKVGPRTKDCVK\CV\GPCTKFKTGP
DKVCTVGCP-TGFKVWVZCTVGNCMGVCsub-prime hipotekak dituzten lan-
gabetuek ez dute lortuko. Zer egin? Barne merkatua babestu, eta 
ezta pen tsatu ere uniber tsitatean zazpi urtean aprobe txategi baten 
moduan egotea; bestela, zuzenean langabeziara zoaz. Konponbidea 
oso erraza da, bidal dezagun kolpeka bere herrialdera lurra garbi-
tzen duen perutarra eta har dezagun dirua lokalen gordekinetatik 
kreditu  txartelak ordaindu ahal izateko. Fluxua modula dezagun. 
Baldin eta soilik baldin.
0KTGWUVG\GUCPFKVWFCPICW\CIGJKGPCMPCJKMQDGIKDKUVCMQCM
FKTC
NQIKMCTKFCIQMKQPG\DGJKPV\CVPCJK\GVCQPCTVWDGJCTFWFCP
dudarik gabe sakontasun gehiago merezi duten elementu pole-
mikoak ere sartu ditudala ekuazioan. Halere, eta hasieran esan 
dudan bezala, nire adibideetan/ereduetan inter/multi/cross/trans 
adierazteko zein mugetatik arituko nin tzen zehaztea zenez azken 
lerro hauen helburua, segidan azalduko ditut muga horiek.
Aurkeztuta frogatu nahi dudan puntua da muga horietan inter/
OWNVKETQUUVTCPUJQTK
MQGVCGMQJCOCTMCFGVCPJCTGP
2. Absolutua dirudien orainaldi honek forma 
CUMQK\CPFKV\CMGpJKUVQTKCTGP
GVCnKFGQNQIKCTGPo 
amaieratik” arte garaikideko museoetara edota 
François Hartogen oraintasun historikoaren 
teoriara.
'IQGTCJQPGPCTTC\QKPCIWUKCG\\GP'0#2
hiriaren kanpoaldera eraman izana, baizik eta 
uniber tsitateko kontratazio eta plaza sistema. 
Adibidez, irabazi gehiago lortu asmoz fakultate 
DKNCMCVWPCJK\WVGPG\#TVG2NCUVKMQGP'UVQNC
0C\KQPCNCMJKV\CTOGPDCV GIKP \WGP8CNGP
V\KCMQ7PKDGTVUKVCVG2QNKVGMPKMQMQ#TVG'FG-
rretako Fakultatearekin. Horrela, lanaldi osoko 
iker tzaileek doktoregoa urrutiko heziketa bitar-
tez lor zezaten azken uniber tsitate honetan. 
Rankingekin eta bestelako eraginkortasun neu-
TTKMWCPVKVCVKDQGMKPCTFWTCVWVC'UMQNCMGUHQT
tzu izugarria egin zuen nazioarteko ebaluazio 
sistemetan ospea lor tzeko. Honek guztiak ez 
zuen irakaskun tzarekin erlazionaturiko ezer 
eraldatu, administrazio sistemak baizik.
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mugimendu hau ahalbide tzen dutenak. Hona hemen kasu hone-
tarako lehenengo galdera: zein puntutaraino erabil tzen da inter/
multi/cross/transa tokialda tzeak zein konplizitateak estal tzeko? 
2. KASUA
ZER BESTEZ HI TZ EGIN GENEZAKE?
,CFCGUCPFWVCTVGICTCKMKFG
MQPV\GRVWCNKUOQQPFQTGPIQCNCVKPC-
merikarrak —historikoki— politikoki lortu zuela nazioartera tzea. 
Mexikoren kasuan, laurogeita hamargarren hamarkadan, globaliza-
zio garai indar tsuan, nazioartera tzea lortu zuten lehenengo artista 
belaunaldiak lorturiko arrakasta erlatiboaren ostean gertatu zen5. 
Baina hegoaldeko diktaduren eraginetatik haratago edo Mexikoko 
alderdi politikoaren diktadurak mexikanismoarekiko zuen desa-
FQUVCUWPGVKMJCTCVCIQ\GTVC\GIKPC\GIQGPRQNKVKMCJQTK!'VCDCVG\
ere, nola sor tzen zen orainaldi hartan?
2009an, eta hogeita hamar urte baino gehiagoren ostean, 
Mexikok Veneziako Bienalean parte hartu zuen. Aukeratu zuten 
artista Teresa Margolles izan zen, eta komisarioa Cuauhtémoc Medi-
na. Mexikoko iraul tzaren mendeurrena eta Mexikoren independen-
tziaren berrehungarren urteurrena ospatu baino urtebete lehenago 
izan zen bienala; eta garai hartan jada herrialdeko indarkeria gehi-
tzeak herrialdearen nazioarteko irudia “arriskuan jar tzen zuen”. 
'TCMWUMGVCTCMQPC\KQCTGPK\GPGCP/CTIQNNGUJCWVCVW\WVGPGCP
presidente tzak esan zuen ez zegoela ados. Hala eta guztiz ere, Arte 
'FGTTGVCMQ +PUVKVWVW0C\KQPCNCMGTCMWUMGVCDCDGUVW\WGP GVC
PC\KQCTGPK\GPGCPCWTMG\VW\WGP
JCWFC'UVCVWCTGPK\GPGCP
Alde batera u tziz komisarioak erakusketaren katalogoan egi-
ten duen glosa, “herrialdean drogaren aurkako gerraren” egoera-
ri buruz, biktimen egoerari buruz, bizi baldin tzak kapitalismo 
DCUCVKRGCPOCPVGPFWCUOQ\PCTMQVTCƂMQCTGPCWTMCMQIGTTCTGP
egoerari buruz, eta abar, garran tzi tsua deri tzot testuinguruan jar-
tzen duten inter/multi/cross/trans mugimenduak nabarmen tzeari; 
bereziki artelana estatu-nazio bati dagokion narratibetako irudite-
ria a txikien menpe dagoelako6. Hemen ez gara ari arte testuetan 
hain maiz gerta tzen den autore eta pen tsamendu sistema ekle-
ktikoen nahasmenaz, baizik eta nahasmen horrek berezko egoera 
DCVGIKVWTCV\GMQHWPV\KQPCV\GMQGTC\
CTVGNCPC/GZKMQTGPK\GPGCP
egon zen hor, katalogoa argitaratu egin zen, erakunde publikoek eta 
RTKDCVWGMGTCMWUMGVCDCDGUVW\WVGPDGTGKPVGTRTGVC\KQCTGPDKFG\ 
7PKDGTVUKVCVGC\CTKICTCK\CPGTGCNFGDCVGVKMLCMKPCTGPICKPGCP
MCNGTCVW DCKV\KVWGP 
CFOKPKUVTC\KQ DKFGVKM ICNFWVCMQ JQIGKVC
hamar urte horien berri eman zuten irakasle guztiak, baina, beste-
tik, irakasle kaleratu horiek aldarrika tzen zituen arte kanon berria 
bul tzatu zuen Mexikon. Horrela, bi aldeek eraku ts zezaketen beren 
FGUCFQUVCUWPC
JQTTGM\GMCTV\CPQPWTGMKP
'UMQNCMQVCNFGCMKPVGTGUVZKMKCMDCDGUVGP\KVWGPGVCDWTQMTC-
zia-administrazio sistema lokalizatuaren kontrola erabil tzen zuen 
babesteko, merkatuen edota “nazioarteko arte garaikidearen” goi 
karguen menpe ez zegoela esanez. Bestetik, berriz, interes konplexu 
mul tzoa zegoen zurezko estandartearen azpian, hala nola hiruro-
geigarren hamarkadako Hego Amerikako mugimendu artistikoak 
nazioartean suspertu nahia. Modu batera ala bestera, neokonkretis-
mo brasildarra ala kon tzeptualismo argentinarrak ziren axola gabe, 
“Mendebaldeko kanon uniber tsalaren” aldean euren berezitasuna 

UWDCNVGTPKVCVGOQFWDCVICTCKJCTVCMQIGTVCGTGPCWTTGMQGTCP
tzun politiko moduan eraku tsi zutenean onartu ziren mugimendu 
horiek.
Hogeita hamar urte horiek “ahaztu” izanaren arrazoiak beza-
lako berezitasun eta konplexutasunak alde batera u tziz, susper tze 
modu horrek bi abantaila zituen: alde batetik, mugimendu horiek 
sakonki politizatuak eta, zen tzu horretan, bereziak kon tsidera tzen 
zituen; eta, bestetik, Latinoamerikako arteak beste tokietan gertatu-
VCMQCTGPKPIWTWCP
HWPVUGCPGMKCNFGCPGFQJQDGGUCPFC'WTQRCT
$CVCUWPGMQGVC'UVCVW$CVWGVCMQJGTTKCNFGDQVGTGVUWGPGVCPPCIWUK
ziren narratiben pareko garapena izan zuela berma tzen.
'UCPFWVPKTGCFKDKFGCMGTGFWGPKPIWTWMQCMK\CVGCFGNCPKTG
KFGKC0CTTCVKDCJQPGMCFKDKFGFWGPGTGFWCKPVGTOWNVKETQUUVTCP-
saren efektu bat da. Desadostasunaren aroa 
.CGTCFGNCFKUETGRCPEKC 
erakusketaren a tzean zegoen taldeak —eta hau agian oso goresga-
rria da— iraul tza ondorengo garaian estatu-nazio mexikarra sortu 
zuten ideiak kritikatu zituzten, bai eta, artearen historian ari tzen 
zen taldea izanik, nazio bazter tzaile eta totalitarioaren i txura ema-
VGP\KQVGP\GPDCKVKMQPQUQTV\GC
QNKICTMKCUGPFQC\WGPGUVCVWCK\C-
PKMGTG*QPCKPQQUQQPIKKPVGTOWNVKETQUUVTCPUGMGIKP\KVW\VGP
ICNFGTGPCWTTGCPICWFG'OCKV\CFCMQPVWC0CTTCVKDCDGTTKCFGU-
CFQUVCUWPCTGPDKVCTVG\ƂPMCV\GP\GPG\G\\KV\CKGPICTTCPV\KVUWC
irudi tzen beren interesak edota beren estrategiak erakustea, eta 
beraz, existituko ez balira bezala joka tzen zuten.
 Inter/multi/cross/transaren eredu bat jarraituz eraiki den anakro- 
PKUOQC
VQMKCNFCV\GCGVC\CNCPV\CPLCTV\GCFKTC
pMQNQPKCNKUOQCTGP
QPFQTGPIQqMTKVKMCGUVCVWPC\KQCTGPGTGFWCPQKPCTTKVWVCMQJKUVQTKCTK 
rikoki muralismoaren narratibaren aurka borroka tzen jarrai tzen 
zuen arte horrek, edo are okerrago, garai hartan epigono ba tzuek 
NQTVWTKMQCTTCMCUVCTGPCWTMCJCWFC(TKFC-CJNQTGPCWTMC-QOK-
sarioen hi tzetan:
'TCMWUMGVCPJQPCMQJCWGM\GWFGPVKTQ\LQUKVCMQCWVQGPDGKTC-
rekin eginiko bi txiak, urrezko hariz brodatutako narko-mezuak 
zituzten estalki odoleztatuak7, odolez eta lohiz zikinduriko oihalak 

KPFCTMGTKC\MQJKNMGVGPCIGTVQMKGVCVKMJCTVWCMCNFKCPDGJKPNWTTC
pJKNFCMQGPWTCTGMKPq
IQTRWVGIKGVCPJKNFCMQCMICTDKV\GCPGFQQFQN
CUMQGIQPFGPVQMKGVCPDKNFWTKMQƃWZWCMWTCTGMKPPCJCUVWCMICTDK
tzen zuen lana eta artistak lehenago sorturiko “Kokaina xeha tzeko 
VZCTVGNCMq K\GPGMQ NCPC 
JKNFCMQGPKTWFKCM\KVW\VGP VZCTVGNCM 
Indarkeria esportazio produktu bilaka tzea a tsegin ez zuten 
zenbait nazio agintari zirikatu nahian, erakusketaren izenburua 
honako hau izan zen: Zer bestez hi tz egin genezake? 
¿De qué otra cosa 
podríamos hablar?. Hemen galdera zera da: zertaz eta nola “hi tz egi-
ten zuen” erakusketak, eta batez ere, nori hi tz egiten zion. Katalo-
goko testuan, komisarioak eta lagun tzaileetako ba tzuk Mexikoren 
erretratu gotiko bat marrazten dute, etengabeko herio tzen eskanda-
NWG\JKV\GIKVGPFWVGJCWGVGPICDG\CDCNV\GC\
ICTCKJCTVCPCFKDK-
dez, indarkeria ez zegoen guztiz normaldua eta herrialdeko lehen 
JG\MWPV\CMQKMCUMGVCRNCPGVCPQTCKPFKMG\\GWFGPIGTTCVCMVKMCM
5. Zen tzu honetan garran tzi tsua da 2000ko 
NGJGPGPIQGTFKCNFGCP)CDTKGN1TQ\EQTGP
CTVKUVC
pGTNC\KQPCTTCqCTVKUVCVCNFGCMGVC-WTKOCP\WVVQ
)CNGTKCM0GQMQPMTGVKUOQDTCUKNFCTTCGTCDKNV\GC
historia legitimotasun iturburu gisa.
6. Garran tzi tsua da esatea, erakusketaren kata-
NQIQCP 6CK[CPC 2KOGPVGNGMKP GNMCTTK\MGVC
batean, komisarioari beharrezkoa irudi tzen 
zaiola aurreko atalean aipatu dudan kon-
VTCGUCPCLWUVKƂMCV\GC
DCKPCDGUVGVQMKDCVGCP
DGUVGCTTC\QKDCV\WGPICVKM
62 <GT FGNC GVC GIKP FW GTCMWUMGVC DCV
nazioa eraiki tzearekin zerikusia duen guz-
tia hainbeste kritikatu duen norbaitek?
CM: Sekula ez dudalako gaia saihestu, baizik 
eta arazoan esku har tzen saiatu naiz. Alde 
batetik, mundu mailako kulturan ari tzean 
bai egoera kosmopolita eta bai naziona-
lismoa lo tsagarriak iruditu behar zaizki-
FCNCMQ0C\KQGTCMWUMGVCDCVGCPCTKV\GCP
erakusketaren arazoaren aurrean babesik 
ez dago, estatuaren kultura existitu existi-
tzen baita eta munduan zeharreko kultura 
bisualaren oinarrietako bat izaten jarrai tzen 
baitu, eta nazioa modernitatearen tresna 
garran tzi tsuenetako bat da per tsonak eta 
boterea bera sor tzen dituen heinean.
6CK[CPC2KOGPVGNGM%WCJVÅOQE/GFKPCTGMKP
eta Teresa Margollesekin izandako elkarrizketa 
¿De qué otra cosa podríamos hablar?, Mexiko: RM 
'FKVQTGUQT
7. Talde kriminalek beste talde kriminalei 
bidal tzen dizkieten mezuak eta gorpu tzeko 
atalen bat mozturik duten edota eskegirik azal-
tzen diren hildakoen ondoan ager tzen direnak 

PCTMQVTCƂMQCPIQTRWV\GPUGOCPVKMCCPV\GMQC
FCIQ
&GDTQKUG1NKXKGTGVC%WCWJVÅOQE/GFKPC
p)GPGCNQIÉCFGWPC'ZRQUKEKÏPqJGOGPLa era 
de la discrepancia, arte y cultura visual en México 
/GZKMQ70#/QT
%0%#-WNVWTGPGVC#TVGGP$CV\QTFG0C\KQPCNCMP/GVTQRQNKVCP
Museumen antolaturiko —Fernando Gamboak berrogeita hamarga-
rren hamarkadan sorturiko kanonean oinarritua— “Mexiko: 30 men-
FGVCMQFKUVKTCMq
p/ÅZKEQ'URNGPFQTGUFG5KINQUqGTCMWUMGVCTGMKP
batera zihoan erakusketa artistikoaren anakronismoak azaldu zuenez, 
an tzekotasun bat zegoen gobernu mexikarrak eginiko esportazio iru-
diaren eta artista gazteak interesa tzen zi tzaizkien mainstream kri-
tikoenganako aurreiri tzien artean: kronologia gerra aurreko mexika-
nismora muga tzea eta 1960tik aurrera sorturiko guztia ezaba tzea. 
Iraganeko azken garaia historian hain zegoen bazterturik, inoiz ger-
tatu ez zela bai tzirudien4.
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Hemen interesa tzen zaizkidanak “ez-ekoizpen” eta “ez-kon tsumo” 
terminoak ixteko beharrezkoak diren koma txo handiak dira.
Lehenengo irakurketak, nahiko prosaikoa eta agerikoak, adiera-
ziko luke estatuak enpresa honetan inbertitu duela eta galeriaren 
jabeak erakusketa babestu duela, hegazkin  txartelak, bidekoak, 
hotelak ordaindu direla. Gainera, eta bistakoa denez, komisa-
TKQCMUQNFCVCLCUQFWCKRCVWFWFCPMCVCNQIQCGIKPFC
QTFCKPFW
DGJCTTGMQCMQTFCKPFWTKMGVCGDCNWC\KQCMCFGOKMQUKUVGOGVCP 
—kalkulatuz gero— produktibitateagatiko bonuak sortuko dituen 
CKRWJCWGTGGIKPFC
PKTGGTTGPVCQTFCKPV\GMQNCIWPICTTKC*CNC-
ber, produktibitate berriak sor tzeko gai den jarrerak sortu ditu, 
agerikoena eta zuzenena, erakusketa mota hauetan parte har tzeak 
artelanaren balioa igo tzen duela. 
/GMCPKUOQJCWRTQFWMVKDKVCVGOQFWDCV
GTGFWDCVFGPJGKPGCP
ikusarazi nahiko nuke. Alde batetik “artista garaikide batek bere 
RTCMVKMCGTGOWCƂPMCV\GMQGTCDKNV\GPFKVWGPVTGUPGPICTCRGPC
!q 
dago, hau da, estilo bat9, —autorearen ustetan— autonomia artis-
tikoaren locusaFGPC'\FCDGTTKCKOOCPGPV\KCJQPGMRNCPVGCV\GP
duen dikotomia eta, hain zuzen, argi honen pean ikusirik, nahiko 
baldarra gerta tzen da: formalki, egiten duen per tsonaren boron-
datera soilik mugaturik baldin badago, artelan autonomoa da, ez, 
ordea, bere “edukiak”, ez eta “gizartetik har tzen dituen eta barnera-
tzen dituen atal eta gertaerak” ere, adierazpenaren zalan tzazko 
zero graduaren arabera. 
“Zer bestez hi tz egin genezake?” galderaren gil tza ixtean, 
kanpo uzten da min tzagai dugun horren egitura tzea. Odolez bus-
tiriko maindire bat erdi tzearen apologia izan daiteke, edo oihal 
OCTTQKDCV 
DGUVGTKMICDGFKUMWTVUQCTGPDGTG\KVCUWPC UQTV\GP
FWVGPFCVWCM
CTVGNCPCTGPHWPVUG\MQ\CVKCFCNCPGCPMCPRQMQCM
dira eta, konplexuak diren arren, emanak bezala ager tzen dira 
eta hori guztia zenbait teoria-erreferen tzia arrastoz zikin tzen dute 

/CTZGP$CVCKNNGPGVCp\KVCNVCUWPCTGPqCTVGMQPCJCUMGVC
Hala ere, gehien interesa tzen zaizkidanak ez-esanak dira, eta, 
batez ere, artea eta politika erlaziona tzeko proposa tzen den modua 

JCUKGTCPCKRCV\GPPKVWGPVGTOKPQIGQGUVTCVGIKMQGVCP#TIKVWPCJK
dut hau ez dela “artearen kritika”, kontua ez da Margollesen arte-
lanaz hi tz egitea, min tzaldi jakin baten araberako ekoizpen tresna 
gisa nola hedatu zen ikustea baizik.
Komisarioaren testuak honako hau dio:
—“garapen immanentearen” beste eskari baten gisa. Mexikon indar-
keria gehi tzea eta hori hedabideetan zabal tzea, indarkeria hori 
pPCTMQVTCƂMQCTGPCWTMCMQIGTTCPqUQTV\GCPCTMQVTCƂMQCTGPGVC
alde beligeranteen baldin tzak kapitalismo basatiarenak izatea eta 
abar azaletik komenta tzen dira, eskrezen tzia gisa eta, halere, oina-
rrizko gisa aurkezten dira. Horren inguruan eraiki tzen da diskur-
VUQMTKVKMQC
KPVGTOWNVKETQUUVTCPU
Zen tzu horretan, alabaina, produktibitatetik bazterturik, arte-
lanak “ez du ezer irakasteko”. Bazter tze estrategiko honek eraketa 
DCV
JQDGGUCPFCGTCMGVCWICTK10 ezkuta tzen duen deixi baten bidez 
fun tziona tzen du: azpimarra tzen dudan kanpoko hori eta beraz 
hor ager tzen dena, zerbait solido gisa, ukaezin. Diskur tsoa mugitu 
egiten da, baina objektua emana bezala ager tzen da, hain zuzen ere 
—modernitatearen krisi aurrean— nondik eratu den aipa tzeko 
aukerarik ez dagoelako eta zen tzurik ere ez duelako.
$GIKGPDKUVCMQCFCMCVCNQIQCTGPGIKNGCG\\GNCQJCTVW
GVCJCW
Marina Vishmidtek Montehermoson esan zuenarekin erlazionatu 
PCJKMQPWMGDGTGFGUMTKDCRGPC\GJC\MKJGFCRGPCGMQK\RGPOQFW
IKUCGTCDKNV\GCTGPFGUMTKDCRGPCFGNCp
eFGUCFQUVCUWPCIK\CTVGVKM
har tzen dituen eta barnera tzen dituen atal eta gertaeren artean 
[artelanak/merkan tziak] eta espazioak, zirkuitu sozialak, talde afe-
ktuak eta diskur tso politikoak parasitatu eta bete tzeko etengabeko 
helburuaren [hedapena] artean” honen ondorioz, ”estetika lanek 
beren ez-gauzen izaera bizigabea edo ideala gal tzen baitute, eta 
hauek ‘errealitateari’ buruz ematen duten erregistroa jada ezin 
DCKVCIGJKCIQMQPV\KGPV\KCTGPFCVWIKUCƂPMCVWq
3. KASUA
ACADEMUSEN LORATEGIA
Veneziako Bienaleko Teresa Margollesen erakusketatik urtebetera, 
/7#%GM
NGJGPGPIQMCUWCPCKRCVWFWIWPGVC%WCWJVÅOQE/GFKPC
CJQNMWNCTKICTTCPV\KVUWC\GPGMQGTCMWPFGCAcademusen Lorategia 
erakusketa aurkeztu zuen. Arrazoi askorengatik aukeratu dut Aca-
demusen Lorategia nire azken adibide-eredu gisa. Lehenenik, poli-
tikaren inguruko beste ber tsio bat aurkezten duelako, baina kasu 
JQPGVCPRQUKVKDQVCUWPDCVGVKM
pMQPRQPDKFGCMqRTQRQUCV\GPGVC
OCTVZCPLCTV\GPFKVWDKICTTGPKMtGTGFWIKUCtCDKCRWPVWIKUC
zehazki, diziplina eta jakin tza aniztasuna proposa tzen duelako; 
hirugarrenik, analisiak kasu zeha tzetara eramatearen aurrean, 
nahiz eta aurreko kasuetan azaldu, oraindik inork esplizituki aur-
keztu ez duen zerbait proposa tzen duelako.
Academusen Lorategia deskribatu baino lehen, erakusketa hori 
egin zedin erabaki tzeko orduan garran tzi tsuak izan ziren atalen 
inguruan hi tz egingo dut. Testu honetan horren inguruan gehie-
gi luza tzeko aukerarik ez izan arren, Mexikoko artearen azken 
ICTCKMQJKUVQTKCKPVGTGUCV\GP\CKGPGM
GTCMWPFGOCKNCP\GPDCKV
datu esangura tsu erlazionatu ahal izango dituzte.
'TCMWUMGVCJQTTGVCMQCDCIWPGGMGTNC\KQ\W\GPCFWVGNGJGPGP-
IQMCUWCPCKRCVWTKMQCTGMKP'0#2GM
JG\MWPV\CGTCMWPFGCMUKU-
tematikoki baztertu bazuen Desadostasunaren aroa “berreskuratu” 
\WGPGMQK\RGP 
GVC GIKNG QTQ7PKDGTVUKVCVGCTGPIQDGTPWQTIC-
PQGM
\QTTQV\\GJC\VWTKMQJCTTGOCP\W\GPCMDGUVGTKMG\\KVWGP 
/7#%GM'0#2GMKP0CJK\GVC7PKDGTVUKVCVGMQCK\CPCTVGICTCK-
MKFGMQ
PC\KQCTVGMQOWUGQJQPGMDC\VGTW\VGP\KVWGPKTCMCUMWP
tzan edo Administrazioaren pribilegioen irizpidepean lan egite-
agatik museoak ordezkatu nahi zuen esparrutik kanpo zeuden 
horien lana.
%WCWJVÅOQE/GFKPCp'URGEVTCNKFCF/CVGTKC-
lista” ¿De qué otra cosa podríamos hablar?, Mexiko: 
4/'FKVQTGUQTT
'UVKNQIKUCWNGTV\GPFWV KFGPVKVCVGDCVUQT
tzen duten ezaugarri formal mul tzoa, hauek 
“garapen inmanentea” buru tzen edo aurkezten 
duten ideia.
10. Gauza bera aurki dezakegu “performatibi-
tate” edo “ready-made” bezalako testuinguru 
ezberdinetan, enpresen administra tze ba tzue- 
VCP
pJKNCDGVGMQNCPIKNGCqpMQPVWGZGMWVKDQCq
edo, baita ere, “korporazio eran tzukizuna” 

RGTVUQPCIKUCCTKVWQTFG\GTCMWPFGIKUCCTK
V\GCP FGUCIGTV\GP FKTGP GTCPV\WMK\WPCM
Halere, analisi hau gara tzea saiakera honen 
mugetatik kanpo dago.
#TVKUVCICTCKMKFGDCVGMDGTGRTCMVKMCGTGOWCƂPMCV\GMQGTCDKNV\GP
dituen tresnen garapen immanente bidez soilik lor daiteke artelan 
garaikidean estetika autonomiaren adar bat jarduten jarrai tzea, baita 
GTG
batez ereG\DCFCRQGVKMCGMQK\RGPDKFGPCIWUKCGTTGCNKVCVGCTGP
a tzemate eta esku har tzearen momentuen nahasketatik abia tzen 
FGPGCP1PFQKMWUKTKMCTVGNCPICTCKMKFGCMƂPMCV\GPFWGPFGUCFQU-
tasunak gizartetik har tzen dituen eta barnera tzen dituen atal eta 
gertaeren artean eta espazioak, zirkuitu sozialak, talde afektuak eta 
diskur tso politikoak parasitatu eta bete tzeko etengabeko helburuaren 
artean, erakusketa ez den beste edozein rol har tzen du, estetika lanek 
beren ez-gauzen izaera bizigabea edo ideala gal tzen baitute, eta hauek 
“errealitateari” buruz ematen duten erregistroa jada ezin baita gehiago 
MQPV\KGPV\KCTGPFCVWIKUCƂPMCVW-TKVKMCTGPGVCDCKG\VCRGPCTGPCTVG-
ko nahasmenean, ez-ekoiztearen eta ez-kon tsumi tzearen [ondorioz], ez 
du ezer irakasteko: bere helburua epistemologiak eta praktikak aztora-
V\GCFC2QNKVKMCTGPCFCTTCFCJQTKLCMKPPCJKJKUVQTKMQCMQOKUCTKQGP
bare tzea bilaka tzeko eremu artistikoak duen ahalmen sinestezinera 
egoki tzeari uko egiten dion heinean. Behin tzat, hor tzak eta a tzaparrak 
eraku tsiz, indarkeria o tzandua eskain tzeari uko egiten dion lan baten 
aurrean gaude8. 
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Halere, zenbait salbuespen zeuden, horietako bat José Miguel 
)QP\½NG\%CUCPQXCTGPNCPC)QP\½NG\%CUCPQXC6GOKUVQMNGU11 
taldeko partaidea zen laurogeita hamargarren hamarkadan, eta 
arte bisualen karrerako koordina tzaile gisa, diziplina tradiziona-
lekoak ez ziren kur tsoak ezarri zituen, eta urte ba tzuk zerama-
tzan beste ekoizpen modua onar tzen zuen tailer bat zuzen tzen 

KMCUMGVCRNCPGVKMMCPRQ*CKP\W\GPDGTGKTCMCUNGNCPCDGTGGMQK\-
RGPCTVKUVKMQCTGP\CVKV\CVJCTVWVC)QP\½NG\%CUCPQXCTGPGVCDGTG
ikasleetako askoren lana ezin hobeto zetorren bat erlaziozko arte 
FGKVW\GPJCTGMKPDCKPC\QTKVZCTTG\
PCJK\GVCGUCPFWFCPJCW
RCVWCDCKPQIGJKCIQJGFCRGPCFGNCCTVGOGZKMCTTCTGPPC\KQCTVGTC
tzean “profesionalizazioaren” alde apustu egin zuen taldetik, hau 
FCDGTGPMCTTGTC'WTQRCMQGVC'UVCVW$CVWGVCMQMWNVWTCGVCMQOGT
tzio zirkuituan tokia lor tzearen saiakun tzan oinarritu nahi zuen 
taldetik banatu zen González12.
/7#%GMWPKDGTVUKVCVGCTKMQPVWCMGOCPDGJCT\K\MKQPOWUGQC
eraiki tzeko eta gauza tzeko inbertituriko diru kopuru handien 
KPIWTWCP*QTTGVCTCMQ7PKDGTVUKVCVGCTGMKP\WGPJCTTGOCPCHTQ-
gatu behar zuen museoak alde batetik, eta bestetik, baita inber-
tsioak “onura publikoa” zekarkiela ere. Hasieratik eta bere gaurko-
tasunaren berme gisa eredu korporatibo baten arabera sorturiko 
erakundea zenez, “eran tzukizun soziala” irudiaz balia tzen hasi zen 
museoa.
Jakina zaila dela erakunde publiko batek beren tzat “eran tzukizun 
sozial” irudia eska tzea, erakunde publikoa eran tzukizun sozialean 
GTCVWTKMDCKVCIQ
VCWVQNQIKCtCNCGWHGOKUOQtOQFWMQJQPGMGTG
DGUVGKMGTMGVCDCVOGTG\KMQNWMG0CJKMQCFCCKRCV\GCMCUWJQPG-
tan, irudia ICOMen lerroka tzetatik eta eztabaidetatik zetorrela. 
$GTC\)QP\½NG\%CUCPQXC/7#%GMQGTCMWUMGVCPMQOKUCTKQK\CVGC
agintarien tzat aparteko aukera izan zen bi baldin tzak bete tzeko: 
GTCMWUMGVCMGTCMWUVGGP\WGPOWUGQCM'0#2MQPVWCPJCTV\GP
zuela, eta proiektuari “eran tzukizun sozialaren” pribilegioa ema-
ten ziola.
Hala ere, diziplinazko eskoletatik kanpoko jarduerak buru tzeaz 
gainera, irakasle hori azken hauteskundeetan eskolako garai har-
tako zuzendariarekin lehiatu zenez, erakusketa horrekin lortu 
\WGPICW\CDCMCTTCK\CP\GP
'0#2KFCIQMKQPG\DGTGVCNFGCDKN
tzeko erabil tzen zuen aretoaren eskubidea gal tzea, noski, admi-
nistrazioko argudio bidez. Hau guztia esan badut, ez da tokiko 
politikagin tza zabal dadin nahi dudalako, baizik eta egoera jakin 
batean partaide bakoi tzak bere banakako interesen edo gremioko 
interesen defen tsazko lerroa marka tzen duen abagunearen arabera 
joka tzen duela azpimarra tzearren —azpijokoen teorietatik urrun. 
'\FCMKV
DGPGVCPG\FCMKVGPRTGUGPCFOKPKUVTC\KQGPFQZCMNCUG
ideologia ote den. Halere, uste dut gai zeha tz honen inguruko gal-
FGTCM
CIGPV\KCCPINQUCZQKGMFGKV\GPFKQVGPDG\CNCMCUW\GJCV\GP
argitan egin behar direla eta, zerbait egiterik baldin badago, berezi-
tasun hauen mailan dela. Hau izango li tzateke, eta orain serio ari 
naiz, —benetan— apaltasunaren gorespena ager tzen den lehenen-
IQCNFKC2WPVWJQPGVCPtC\MGPMCUWJQPGVCP\GJC\VWMQFWFCP
puntuan— erlazionatu nahiko nuke testu hau, baina ez bereziki, 
Alberto Toscanok mintegi honetan esan zuenarekin.
Bestalde, komisari tza proiektua bezala, Academusen Lorategiak zen-
bait auzi interesgarri azal tzen zituen, hauetariko asko erakusketan 
\GJCTUQTVW\KTGPG\VCDCKFGVCPCIGTVW\KTGP'TCMWUMGVCTGPQKPCTTKC
arrazoi batengatik ala besterengatik “museotik kanpo” zeuden talde 
zeha tzekin lan egingo zuten artista taldea gonbida tzea izan zen. 
Artista bakoi tzak areto osoa egun batez ala bi egunez erabil tzeko 
eskubidea zeukan eta, bi egun horietan, tailer edo jarduera bat egin 
behar zuen berak aukeraturiko taldearekin. Azkenean, jarduera 
JQPGPGOCKV\CMCTGVQCPGTCMWUVGP\KTGP'URGTKGPV\KCJQTTGPDKFG\
talde bakoi tza zenbait jakin tza sor tzeko eta bana tzeko gai izatea 
zen erakusketaren a tzean zegoen ideia —museoak alde batetik.
'TCMWUMGVCMQRCTVGJCTV\CKNGIKUCPKTGKTKV\K\G\KPG\MQICW\C
ugari u tzi zituen agerian erakusketak. Hasieran honako honen ingu-
ruan eztabaidatu zen, noski: adibidez, ea zenbateraino egoki tzen 
zen eredu hori aurrekontuak zuzenean “gu txiengoak” sari tzeko edo 
QPCTV\GMQMWNVWTCRTQKGMVWGKGOCVGPFK\MKGVGPNCIWPV\CMQ'WTQ-
RCMQMWNVWTCRQNKVKMGVCTC'\VCDCKFCICKK\CP\GPJCNCDGTOWUGQCM
legitimazio gune gisa duen fun tzioa eta ikusgarri izateko artista 
ba tzuek euren jarduerak talde jakin ba tzuekin antola tzeko duten 
modua. Banakakoen eta taldeen arteko gatazkaren inguruan ezta-
baidatu zen —zuzenean edo a tzetik—, bereziki, bai eta baliabide 
horien bidez irudikagarria ez zen prozesu bat erakusgai jar tzearen 
ondorioen inguruan ere.
Baten ba tzuek Academus DGTCPFW
GFQIQK\KTKVUK\GNCQJCTVCTC\K
zuten arren, munduko beste tokietako esperien tzia berdin tsuetatik 
aldenduz, —“praktika eremuaren” berezitasuna ziurta tzen duen 
“garapen immanentea” egon badagoela suposatuz—, prozesuaren 
logistika amesgaiztoa alde batera u tziz ondorioak oso iragarga-
rriak izan ziren. Azken erakusketak, museoko areto batean zutik 
eta familiaz inguraturik egonik burutik sano dagoen inork iraku-
rriko ez lituzkeen objektu eta testu eklektiko mul tzoak, berriro 
ere, erresisten tzia gu txiagoko lerroan zebilen irakurketari bide 
ematen zion: mirarien gortera sarritan etor tzen ziren bisitariek egi-
niko eskulangin tza erakusketa zen Academusen Lorategia, autore tza 
tailer bakoi tza koordinatu zuen “autoritatearena/artistarena” zen 
bitartean.
'TCMWUMGVCTGPCOCKGTCPG\VCDCKFCLGPFGVUWCGIKP\GPRTQKGMVWC-
ren ondorioak ebalua tzeko asmoz: azalpenetako bi errepikagarriak 
direla deri tzot, ez euren berezko balioagatik, baizik eta euren balio 
CFKGTC\ICTTKCICVKM'TCMWUMGVCP2CQNC&½XKNCDWTW\WVGNC&TCI-KPI
México13 taldeko partaideek laudorio asko egin zituzten museoak 
GUMCKPV\GP\KGPPCDCTOGPVCUWPCGUMGTVW\'UCPDGJCTTCFCIQVCNFG
IKUCLQMCVW\WGPVCNFGDCMCTTCK\CP\GNC
JCWFCRGTVUQPCDCVGM
DCKPQIGJKCIQMJCTVW\WGPJKV\CGWTGPOKPV\CNFKCCKRCV\GMQ+PQTM
ez zuen galdetu, noski, ea nabarmentasun horren zen tzua eta ondo-
rioak zein tzuk ziren, eta are gu txiago euren presen tziak museoaren 
GPV\WVGCTK
GVCKTGMKGTCTK\GPDCVGMQOGUGFGGIKVGP\KQP)CNFGTC
hori ez egitea da, nire iri tziz, esangura tsua.
*CNGTG(TCPEKUEQ4G[GU2CNOCUCTVGMTKVKMCTKGVCJKUVQTKCNCTKCTGP
OKPV\CNFKCKTWFKVW\KV\CKFCPC\RKOCTTCICTTKCIQC4G[GU2CNOCUGM
esan zuen museora askotariko publikoa etor tzea lortu izana apar-
VGMQCTTCMCUVCK\CP\GNC
PQTOCNGCPG\DCKVCIGTVCV\GP#\RKOCTTC-
garria haren argudioa izan zen. Erokeriak minervarekin ame ts egiten du 
bere lorategian 
.CNQEWTCUWGÍCEQPOKPGTXCGPUWLCTFÉP7TU,CGIIKTGP
OKPV\CNFKCCKRCVW\WGP4G[GU2CNOCMDGTVCPVCNFGC
JKV\G\JKV\
p)K\CTVGTCV\G<GPVTWMQ
%#5+RUKMQRCVCDGJCTVUWGVC/QPVG#ND½P
-NKPKMCMQICKZQVCNFGCq\GP4G[GU2CNOCMGUCP\WGPG\\WGNCUGMW-
la artelan baten aurrean inor talde hori bezain hunkiturik ikusi, 
museo horretan bertan Felix González Torresen erakusketa antolo-
gikoa ikusi zutenean, batez ere Titulu gabe (plazeboa) piezatik nahi 
zituzten gozo guztiak har zi tzaketenean sentitu zuten gozamena 
aipatu zuen.
11. Temistokles 44 laurogeita hamargarren 
hamarkadan Mexikoko hirian lan egin zuen 
espazio independentea da. Azken hogei urte 
hauetan herrialdeko artista onenak eman 
dituen toki tzat har tzen da gaur egun.
)QP\½NG\%CUCPQXCMDGTCMMQPVCV\GPFWJCW
“Conceptualismos en México?”, Revista Curare, 
32/33. zb, Mexiko, 2010, 139-140.orr. Gonzále-
zek dio: “Arteari dagokionez bi jarrera azaldu 
ziren… uste dut arazoa profesionalizazioan eta 
artearen merkatu eremuko jolas estrategietan 
\GIQGNCe0KTGCNFGVKMCTIKGUCPPWGPPKTGC
batez ere hezkun tza eta kultura proiektua zela. 
13. http://jardindeacademus.org.mx/?p=281
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'\FCMKVAcademusek sorturiko esperien tziak zein puntutaraino 
egingo zien kalte ala mesede tailerretan parte hartu zutenen bizi tzei. 
Bestalde, oinarrizkoa da esatea min tzaldi guztiek ez zutela zen tzu 
bera eta berezitasun bera izan. Baina taldeko erakusketaren plan-
teamenduak gertaera hauek heda tzeko eta interpreta tzeko moduak 
muga tzen dituen irakurketa eta bidera tze gakoa eska tzen du. Azke-
PGCP/7#%GVC'0#2MCNVGTKMICDGIGTVCVW\KTGPJCKP\W\GPGTG
museoak bere mugetan jazo tzen dena hesi tzeko eta heda tzeko 
moduari esker. Administrazioari begira, museoak publiko ugariri 
pJCTTGTCGIKVGPqFKQGVCDGTGRTQITCOC\KQCPQUCICTTKCFC'TCMWU-
MGVCPRCTVGJCTV\GPFWIWPCTVKUVGM
PKMDCTPG\GTCGUCPFG\CMG-
IWpPKM/7#%GPGTCMWUMGVCGIKPPWGPqGVCEWTTKEWNWOGCPLCTTK 
Azkenean, museoaren tzat administrazio-deserosotasun handia 
izan zen erakusketa, muntaketaren eskakizunak ohiko prozesueta-
tik urrun bai tzeuden. Besterik ez. Gainon tzekoa oso iragargarria zen. 
Beste esperien tzia an tzekoetan ez bezala, besterik gabe nazioar-
teko nabarmentasuna zuten beste instituzio proiektu handiak ez 
DG\CNCICTCVW\GPG\
NCVKPCOGTKMCTK\CGTCMDGTGpICTCRGPKOOC-
PGPVGCq\KWTVCV\GP\WGNCMQWUVGVCPOWUGQCMRTQKGMVWJCWVTGUPC
gisa erabiliko ez zuela suposatuz, proiektua ez zen museoa eztabai-
dan jar tzeko gai izan.
ONDORIOAK
“Apaltasunaren gorespen” hau ez da zen tzu komunaren defen tsa 
bat, ez eta teoriaren aurkako min tzaldi iraingarria ere. Inter, multi, 
cross eta trans forma ugarien aurkako deia ere ez. Agian, porrot 
baten onarpena da. Handikeria totalitariodun estatu-nazio bateko 
mitoen kritika —adibidez— oso ondo dago, baina kritika hori estu-
tasunean dago egin beharrekoa kulturaren pribatizazioa babestea 
dela esatean, “eran tzukizun soziala” dutenez, enpresek marxis-
moaren inguruko nazioarteko mintegi gehiago ordain di tzaten.
Kontua ez da “teoria  txarrari” eraso egitea, ez eta nahitako ala 
nahi gabeko oinarrizko zin tzotasunari ere. Salbuespen horiek kon-
tuan harturik, ez zait irudi tzen inter/multi/cross/trans ereduek 
eran tzun eskasak eskaini dituztenik. Baina bai, ordea, ekoizpen 
VGQTKMQJCWLCTFWGTCNQIKMCDCVGPOGPRGGVCFKDGTVUKƂMC\KQDKFG-
tik bil tzen den mugimendu batean oinarrituriko hedapenaren 
OGPRGFCIQGPJGKPGCP
JGOGPDGTTKTQGPRTGUCMQTRQTCVKDCGTGFW
DCVGCPRGPVUCV\GPFWVFKDGTVUKƂMC\KQCMG\FWGNCDGTGJQTTGVCP
ezer berma tzen.
0KCTKV\GPPCK\GPCNQTTGCPOCK\CIQCWTMKV\GPFKTGNCMQGVCHCOK-
liarteko zaidalako hi tz egin dut artearen, politikaren eta hezkun-
tzaren arteko harremanen inguruan. Halere, ez dut uste aipatu 
ditudan harreman hauen formak eta kausak soilik alor honetakoak 
direnik. Kanonarenganako aurkakotasunak bai beste bat adieraz-
tea saihesteko fun tziona tzen badu, bai gabezia batetik iri tzia ema-
VGMQ
DKICTTGPGCPDG\CNCHWPV\KQPCV\GPDCFWGFQRUKMQVKMQGP
kasuan bezala, bai logika kuantitatiboaren arrakasta handi tzeko 
fun tziona tzen badu, nire asmo bakarra zera azpimarra tzea izan 
da, ba tzuetan, zorroztasun ala zin tzotasun falta dirudiena, bietako 
bat ere ez dela, estrategia baizik. Berezko baldin tzekin negozia tzen 
ari tzean beti mugak ekar tzen dituzten estrategia hauen inguruan 
hausnartu beharko li tzateke agian, diskur tsoetako eufemismoeta-
tik eta nahasmenetatik haratago.
Hasieran esan dut Montehermoson egon ginenean eztabaidagaia 
NCTTKCKTWFKVW\KV\CKFCNC1TFWVKMJQPCMQIGTVCGTGM
#VNCPVKMQMQ 
DKCNFGGVCPUGPVKRGPJWTCCTGCIQV\GMQDCNKQK\CPFWVG#TIKCIQ
esango dut, errepika tzeko arriskua badut ere: irudi tzen zait hezkun-
V\CGTTGHQTOCM
ICKPQPV\GMQCPRWPVWCUMQVCPDGTFKPVUWCMGMQK\-
pen eta ekonomia eredu baten araberako biztanleria kontrola tzera 
bideraturik daudela; alde batetik, indarkeria aktiboaren bidez, eta 
bestetik, bizimodu jakin ba tzuk sostenga tzeko proposamen desber-
dinen bideraezintasunaren bidez.
7UVG FWV GIKVGMQ 
GVC RGPVUCV\GMQ CUMQ FCIQGNC $CKPCOCT
VZGPQPFQTKQ\CVTQƂCVWTKMDK\KFGPGVCRNC\CDCMQKV\GCPGUGTKCNFK
bat dagoen hiri batean bizi tzeak hedabideek “iri tzi publikoaren” 
manipu tzearekin zerikusia ez duten aldaketak egin ahal izateko 
manifestazio hauen ahalmenen inguruan zalan tzak sorrarazi diz-
kidan bezala, ez dut arrazoirik ikusten hezkun tza garapenarekin 
parekatuz gero hezkun tzan oro har ematen ari diren aldaketak 

\GPV\WJQTTGVCPp$QNQIPC2NCPCqG\FC'WTQRCT$CVCUWPCTGPCCTC-
\QCDCMCTTKMCNFCVWGIKPDGJCTMQNKTCVGMGGNCGUCVGMQJG\MWPV\CTGP
helburua enplegua sor tzea eta “lehiakortasuna” haztea delako.
Hemen sartuko lirateke irtenbide estrategikoak eta inter/multi/
cross/transa, eta horixe da azaldu nahi nizuen iruzurra. Argi dago 
hezkun tza kritiko bat, adibidez, ez dela bateragarria enpleguaren 
hazkun tza, produktibitatea eta lehiakortasuna helburu dituen 
DCVGMKP
LCTFWGTCCMCFGOKMQCTGPKPFK\GCMJQTTGNCPGWTV\GPDCFKTC
GTG$KJGNDWTWCMQUQMQPVTCLCTTKCMFKTCGWTGPZGFGCMGVCLCTFWGTC
eremuak bestelakoak dira, eta ikuspuntu bateraezinak dituzte. Zubi 
hori guru tzatuko duen inter/multi/cross/transik ez dago, aurrekon-
tuak ematea lortuko lukeen negoziazioa besterik ez. Aurrekontu 
horiek emateari esker ari dira arte garaikideko museoetan arte poli-
tikoa, teoria-mintegiak eta hezkun tza proiektu paraleloak zabal-
tzen, noizbehinka artearen autonomia erabilita produktibitatearen 
inguruko kontuak emateko, baina arteari eska tzen zaizkion kon-
tuak  txin txo emanez.
Dudarik gabe, adoregabetu egiten nau ezinezkotasun, iruzur 
eta estrategia horiez soilik hi tz egiteak eta, gainera, hor txe dago 
bere babes esparrutik kanpo dagoen zalan tzaren eragozpena ere. 
$CKPCUCKCMGTCCRCNCFGPCTTGPpG\qJQTKDG\CNCZG
C\MGPDCVGCP
G\FWDCVGTGICTTCPV\KTKMDKFGDCVIWVZKCIQGIKPDGJCTTCFCMCT
DGJKPV\CV0KMG\FCMKVKTCWNV\CVGNGDKUVCMGMCTTKMQFWGP$CKPC
arte garaikideko museo batek erabiliko duen galde tzen badidazue, 
ia ziurtasun osoz eran tzungo dizuet eze tz.
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$QNQIPCMQ2TQ\GUWCCPOCTVZCPLCTTK\GPGCPJQTTGPDKVCT-
VG\GCP)QK/CKNCMQ*G\MWPV\CMQ'WTQRCMQ'TGOWCG\CTTKMQ
zela pen tsa tzen zuten, eta eremu horrek urte horretatik aurrera 
'WTQRCT $CVCUWPCTKOWPFWMQ G\CIWV\C GMQPQOKCTKM JCPFKG-
PC DKNCMCV\GP NCIWPFWMQ \KQNC .KUDQCMQ 'UVTCVGIKCTGP CTCDG-
ra. “Mugikortasuna”, “enplegagarritasuna”, “bateragarritasuna”, 
“alderagarritasuna” eta “malgutasuna” bezalako hi tzak erabil tzen 
\KVW\VGPQTFWMQ$QNQIPCMQ2TQ\GUWCPRCTVGJCTV\GP\WVGPJGTTKCN-
deetako hezkun tza ministroek bi urtean behin ematen zituzten 
hi tzaldi bakoi tzaren ondoren igorritako pren tsa-oharretan. Gaur 
egun, eta 2010eko mar txoan Kazajistan prozesuan sartu zenetik, 
DGTTQIGKVC\C\RKFKTC2TQ\GUWCPRCTVGJCTV\GPFWVGPJGTTKCNFGCM
2010eko mar txoaren 12an, herrialde horietako hezkun tza minis-
troek “Budapest-Vienako Adierazpena” egin zuten adierazteko Goi 
/CKNCMQ*G\MWPV\CMQ'WTQRCMQ'TGOWCQƂ\KCNMKG\CTTKVC\GIQGNC
dena delakoa hori. 
'\CTTKVCMQ GUVCPFCT CMCFGOKMQ LCMKP DCV\WGVCTC GIQMKVW\
IGTQ'WTQRCMQIQKOCKNCMQJG\MWPV\CMQGTCMWPFGGPKMCUMGVC
programek graduko, masterreko eta doktore tzako ziurtagiriak 
KIQTV\GMQCMTGFKVC\KQCMLCUQV\GPFKVW\VG'WTQRCMQIQKOCKNCMQ
hezkun tza artistikoa ere prozesu horretan parte har tzera gonbi-
FCVWCDGJCTVWCGFQFGTTKIQTVWCK\CPFC'WTQRCMQJGTTKCNFGGVC
eskualde askotan, goi mailako hezkun tza artistikoak Bolognako 
2TQ\GUWCG\CTV\GMQMQPRTQOKUQCJCTVWFWPCJKVCGFQPCJKICDG 
Ondorioz, azken urteotan “akademikoago” bihur tzeko beharra 
'WTQRCMQIQKOCKNCMQJG\MWPV\CCTVKUVKMQCTGPUGMVQTGCTGP\CVK
handi baten nahitaezko misio bilakatu da. Kontuan har tzen badu-
gu, oro har, arte “akademiak” goi mailako hezkun tza artistikoa 
eskain tzen duten erakunde klasikoei esaten zaiela, honako galdera 
hau plantea tzen zaigu: nola ulertu erakunde horiek akademikoa-
go bilaka tzeko obligazio hori? Testu honetan, “akademia” goi mai-
lako hezkun tza artistikoa eskain tzen duten erakundeei esango diet 
beti, ikus-en tzunezko arteak, arte ederrak, zinema, an tzerkia edo 
musika eraku tsi, eta “akademia” izena izan ala ez. 
“Akademia” horien tzat nahiko nahasgarria izan zen “akade-
mikoago” bihur tzeko obligazio hori; izan ere, horietako askok 
ahalegin handiak zituzten aurretik ezarrita zegoen hezkun tza eta 
KTCMCUMWPV\COQFWCpFGUCMCFGOK\CV\GMQq7PKDGTVUKVCVGGVCPpCMC-
demiko” adjektiboa etiketa kualitatibo tzat jo tzen zen bitartean, 
akademietan “akademiko” hi tza iraina zen, eta gaitasun artistiko 
G\CCFKGTC\VGP\WGP*QTTGNC'WTQRCMQCMCFGOKCCUMQMKMCUNGGK
“arte akademikoa” ekoizten irakastea saihestea lortu zutenean, 
bertako ikasketa artistikoak akreditatu ahal izateko horiek “aka-
demizatu” behar zituztela jakinarazi zi tzaien. 
0QUMKJQTKG\FC$QNQIPCMQ#FKGTC\RGPJQTTGPDKFG\KTCICTTK-
tako akademizazio prozesuak eta horien nazioan eta eskualdean 
ezar tzeko prozesu ezberdinek kritika eta erresisten tzia ugari jasan 
izanaren arrazoi bakarra, baina artikulu honetan ezin ditut arra-
zoi guztien azalpena eman. Kritikari askok Bolognaren ezkutuko 
—edo ez horren ezkutuko— agenda neoliberalaren arazoaz hi tz 
egin dute jada. “Bologna” hezkun tzako gaietan derrigorrez eza-
rri beharreko agenda neoliberalaren adierazle nagusia bilakatu 
\GP'IQGTCJQTTKCWTTGGIKVGMQGVCGCP2TCICPCWTTGPGMQ\
DKNFW \GPGVKM $QNQIPCMQ 2TQ\GUWCTGP ,CTTCKRGPC GIKVGPFWGP 
Taldea kritika horiek leun tzen saiatu da, goi mailako hezkun tzaren 
dimen tsio sozialak azpimarratuz eta goi mailako hezkun tzaren 
eran tzukizuna erakunde publikoei dagokiela aitortuz.
G8BE<48G44>478@<4
Dieter Lesage
Filosofoa, kritikaria eta irakaslea 
da Ikus-en tzunezko Arteen eta 
#TVG2GTHQTOCVKDQGPFGRCTVCOGP-
VWCP
4KVU'TCUOWUJQIGUEJQQNGP
GVC$TWUGNCMQ8TKLG7PKXGTUKVGKVGP
4QVVGTFCOGMQ2KGV<YCTV+PUVKVW-
VGPGVC.GWRJCPC7PKXGTUKVÀV.ØPG-
DWTIGMQ+PUVKVWVHØT-WNVWTVJGQTKG
institutuan irakasle gonbidatu 
GTGK\CPFC'TCDGTGCP#HVGTCNN
aldizkariko ba tzorde editorialeko 
kide da. Kathrin Buschekin batera 
editatu du A Portrait of the Artist as a 
Researcher: The Academy and the Bolo-
gna Process
GVC+PC9WFVM-
erekin batera ida tzi du Black Sound 
White Cube

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oinarritu behar zuela halabeharrez. Ondorioz, arteen irakaskun-
tzaren goi mailako hezkun tza artistikoak ere ikerketan oinarritu 
behar zuen. Ikerketaren irizpide horren ondorio logiko hori inter-
pretatuz, goi mailako hezkun tza artistikoko erakundeek proposatu 
dute goi mailako hezkun tza artistikoak ikerketa artistikoan oinarri-
tu behar duela halabeharrez. Ikerketa artistikoari buruzko diskur tso bat 
GTCVW\GPGCPWPKDGTVUKVCVGGMtKMGTV\GCTGPGUCPCJKCFGƂPKV\GCTGP
monopolioa eduki nahi dutenak— ikerketa gaietan zuten hegemo-
niaren aurkako eraso bati aurre egin behar izan zioten. Zehazkiago, 
ikerketa gaietan uniber tsitateak duen hegemoniari aurkako egitea 
uniber tsitatearen barruan natura zien tziek duten hegemoniaren 
aurkako erasoa da. 
Hegemonia horri aurka egiten zaionean, agerian gera tzen da 
hegemonia hori bera gur tzen dutenen artean sor tzen den beldurra. 
Hegemonia talde ezberdinen arteko alian tza baten ondorio izan 
ohi dela kontuan har tzen badugu, “nor da ikerketa artistikoaren 
beldur?” galderaren eran tzunak talde ezberdin horiek deskribatu 
beharko ditu, baita haien arteko alian tza hegemonikoak eraiki tzeko 
OQFWCMGTG'VQTMK\WPGMQMQPVTCJGIGOQPKC VCNFGG\DGTFKPGP
arteko alian tza alternatibo batean oinarritu beharko li tzatekeela 
pen tsa tzen badugu, zein alian tza motak hegemoniari kontra egin 
diezaiokeen deskriba tzen saia gintezke. Hau da nire hipotesia: iker-
keta artistikoaren kon tzeptua eta ikerketa artistikoaren inguruko 
diskur tso bat era tzeak beldurtu egiten dituela akademia eta artea-
ren munduko taldeak eta baita uniber tsitatekoak eta mundu zien-
VKƂMQMQCMGTG'UCPDGJCTTKMG\FCIQCMCFGOKCGVCWPKDGTVUKVCVGGP
arteko aurkari tzak jada zen tzurik ez duen lekuetan —akademiak 
uniber tsitate bilakatu direlako edota uniber tsitatean integra-
tuak izan direlako—, ez dela desagertu ikerketa artistikoari zaion 
beldurra. 
Lehenik eta behin, goi mailako hezkun tzaren irakaskun tzari, eta 
baita hezkun tza artistikoari ere, ikerketan oinarri tzera derrigortu 
zi tzaionean, ba tzuk ulertu zuten akademiek ikerketa \KGPVKƂMQC gau-
zatu behar zutela. Baliteke ba tzuk benetan iker tzeko obligazio hori 
ICK\MKWNGTVWK\CPC
MQPVWCPJCTVWVCPCVWTC\KGPV\KGPJGIGOQPKC
KMGTMGVCTGPFGƂPK\KQCTGPKPIWTWCPDCKPCPKMDGUVGJKRQVGUKDCV
dut: nik uste dut ba tzuk nahita gaizki ulertu zutela akademiek 
iker tzeko obligazio horrek ikerketa \KGPVKƂMQC gauza tzea esan nahi 
zuela , benetan beldur ematen ziena… ikerketa artistikoa zelako. 
'VCJQTK\GTICVKM!-QPVWCFCpKMGTMGVCqpKMGTMGVC\KGPVKƂMQCTGMKPq
KFGPVKƂMCV\GMQGIQUMQTMGTKCJQTTGMCUMGW\VGPFKVWGNCCMCFGOKC-
ren barruan bestelako ikerketarik ez gauza tzetik. Honakoa argudio 
hau darabilte: artea eta zien tziak ez dira gauza berbera, artistak 
ez dira zien tzialariak eta ez lukete horrelako prestakun tzarik jaso 
beharko, eta, hortaz, ez dauka inongo zen tzurik akademiek ikerke-
tarik buru tzeak. Jarrera horren aldekoen artean, gehienek uste dute 
artea jeinuaren produktua dela, beste ba tzuk arteak hainbat gaita-
sun teknikok osatutako mul tzoa direla eta azken ba tzuk, arteak 
jeinutasunaren eta gaitasun teknikoen arteko nahasketa direla. 
'FQPQNCGTG$QNQIPCMQ2TQ\GUWCPRCTVGJCTV\GMQMQPRTQOK-
soa hartu duten goi mailako hezkun tzako erakundeen artean, 
badira ikerketaren monopolioa zien tziarena ez dela defenda tzen 
dutenak, eta baita ere artean ere ikerketa osagai garran tzi tsu bat 
FWGNCGUCPFCKVGMGGNCGVC$QNQIPCMQ2TQ\GUWCPRCTVGJCTV\GMQCMC-
demiek hartutako konpromisoak ikerketa artistikoa, eta ez zien-
VKƂMQCICTCV\GMQMQPRTQOKUQCFCMCTTGNC*CNCRGPVUCFCKVGMG
ikerketa artistikoak esan nahi duela praktika artistikoa ikerketa 
$QNQIPCMQ2TQ\GUWCTGPGTTGVQTKMCMCRKVCNKUOQCMDGTGICTCKCP
nolabaiteko erresisten tzia isla tzen zuten kon tzeptu tzat jo tzen zire-
nak integratu dituelako uste ezagunaren beste adibide bat besterik 
ez da. Baliteke gaur egun ahaztuta izatea, baina aurreko mendea-
ren 70eko hamarkadako langileek malgutasun, eran tzukizun, … 
gehiago eska tzen zuten. 1999an ida tzitako Kapitalismoaren izpiritu 
berriaNKDWTWCP.WE$QNVCPUMKGVC'XG%JKCRGNNQHTCPV\KCTUQ\KQNQ-
goek argi eta garbi u tzi zuten kapitalismoak bere e tsai nagusien 
DCNKQGVCMQDCV\WMDGTGGIKP\KVWGNCCWTTGTCCVGTCCJCNK\CVGMQ'VC
integrazio horren emai tza gaur egun neo-management izenez ezagu-
V\GPFGPCTGPFKUMWTVUQCFC
JGIGOQPKCQUQCNQTVWFWGPC*QTTGM
nolabait argitu egiten digu zergatik den horren zaila Bolognako 
2TQ\GUWCTGPCWTMCMQGTTGUKUVGPV\KCCPVQNCV\GC$QNQIPCMCURCNFKVKM
eska tzen ditugun hainbat gauza lortuko dituela zin egiten duela 
dirudi. Hori da, nire ustez, zenbaitek kon tzeptu berriak behar ditu-
gula adieraztearen arrazoia. Ados nago. Baina ez nago guztiz ados 
kon tzeptu berriak eskura tzeko izen edo hi tz berriak ere behar ditu-
IWNCFKQVGPGMKP#FKDKFG\QUQIQIQMQFWV-QFYQ'UJWPGMGTCDKN
tzen duen hiztegia… ezin hobea da literaturaren ikuspuntutik; 
baina, estrategia politikoarenetik, nahiago dut Derridak paléonymie 
GUCVGPFKQPCTKGWUVGC0KMPCJKCIQFWVJQTTKpJKV\\CJCTTCMCUOCVW
erabili eta horiei esanahi berriak ematea” esatea, ez esanahi berriko 
hi tz berriak asmatu beharrean, edota, are okerragoa dena, esanahi 
zaharrak dituzten hi tz berriak asma tzea. 
#\RKOCTTCVWMQPVWDCVPCJKMQPWMG0QUMKJCWG\FCNGJGPGPIQ
aldia esaten dudala, baina nahita errepika tzen ari naiz, diskur tso 
hegemonikoa eragin eta alda tzeko ahaleginean, eta esan behar dut, 
QTCKPCTVGPQNCDCKVGMQCTTCMCUVCK\CPFWFCNC'UCPPCJKFWFCPCFC
$QNQIPCMQ2TQ\GUWCMGVCJQTTGMKPDCVGTCFQCPGTTGVQTKMCIW\VKCM
CNFCMGVCPCDCTKCMGTCIKVGPFKVWGNC
DKICTTGPOCKNCMQGVCKTCICTTK
ICDGMQC\RKRTQFWMVWIKUCCTVGCTGPGVCVGQTKCTGPCTVGMQJCTTGOC-
nean; artearen tzat edota teoriaren tzat halabeharrez negatiboak ez 
FKTGPCNFCMGVCMJCKP\W\GPGTG0KTGJKRQVGUKCJCWFC$QNQIPCMQ
2TQ\GUWCMQJCTMCDGCPKMGTMGVCTGPGTGOWCPPCVWTC\KGPV\KGPJGIG-
moniarekin buka tzen lagunduko duela. Horrela, gaur egun ikusten 
ari gara, goi mailako hezkun tza artistikoko erakundeek Bolognako 
2TQ\GUWCPRCTVGJCTV\GMQMQPRTQOKUQCPCJKVCGFQFGTTKIQTVWVC
hartu duten eskualde eta herrialdeetan behin tzat, ikerketaren 
FGƂPK\KQC\GJC\VGMQDQTTQMCIQIQTTCJCUKFWVGNCp+MGTMGVCqMQP
V\GRVWCDGTTK\FGƂPKV\GMQGUVTCVGIKCRGNGQPKOKMQCRTQRQUCV\GPFWV 
pKMGTMGVCqJKV\\CJCTTCTKGUCPCJKDGTTKCMGOCVGC0KTGWUVG\pKMGT-
keta” da lerrokatu gabeko hezkun tza kon tzeptua gara tzeko kon-
tzeptu nagusienetako bata, eta, hortaz, garran tzi tsua deri tzot iker-
ketak gizartearen tzat duen esanahiari buruzko eztabaidak mar txan 
jar tzea. Alemaniako eskualde askotan, a tzeratu egin dute ziurrenik 
KMGTMGVCTGPFGƂPK\KQCTGPKPIWTWMQDQTTQMCJQTKK\CPGTGIQIQ-
ratu behar dugu Alemaniako goi mailako hezkun tza artistikoak 
$QNQIPCMQ2TQ\GUWCPRCTVGG\JCTV\GMQDCKOGPCNQTVW\WGNCPGWTTK
batean Rektorenkonferenz der deu tschen Kunsthochschulen edo Alema-
PKCMQ#TVG'UMQNGVCMQ'TTGMVQTG-QPHGTGPV\KCMCIGTVWVCMQQRQUK-
zioarengatik. Berez, nazioartean baliokidetu daitezkeen gradu eta 
gradu-ondoak antola tzera behartuta ez egoteak ez du esan nahi 
ikerketan inberti tzera behartuta ez daudenik. 
,CTTCKCPKMGTMGVCTGPFGƂPK\KQCTGPKPIWTWMQDQTTQMCTGPJKU-
toria laburra azalduko dizuet. Bolognako prozesua nazioetan eta 
eskualdeetan ezar tzeko abian jarritako prozesu ezberdinen fun-
tsezko oinarrietako bat izan zen goi mailako hezkun tzak ikerketan 
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berrikusten dituzten nazioarteko aldizkari akademiko horietan, 
eta, haien inguruan, aldiz, ehunka eta milaka artikulu ida tzi dira 
nazioarteko aldizkari akademikoetan.
Bigarrenik, goi mailako hezkun tzaren irakaskun tza orokorra,eta 
hortaz, baita hezkun tza artistikoan ere, nahitaez ikerketan oina-
rritu beharreko obligazio hura akademietan ematen diren ikasta-
roetako ikasketa programetan teoria gehiago —eta ondorioz, praktika 
gu txiago— sar tzeko obligazio tzat hartu dute askok. Baliteke bigarren 
jarrera hori aurrenekoaren aldaera tzat uler tzea. Baina, ikastaroen 
banaketari buruz ari da gehienbat, eta, hortaz, baita akademietako 
teorialarien eta artisten lanpostuen banaketari buruz ere. Jarrera 
hori defenda tzen dutenek alde handia ikusten dute teoriaren eta 
praktikaren artean: haien ustez, ikerketa ez da artistaren eran-
tzukizuna, teorialariarena baizik. Jarrera horretan iri tzi ezberdinak 
aurki daitezke. Gu txi ba tzuk uste dute arte akademietan ez dagoela 
lekurik teorikoen tzat. Badaude arte akademietako curriculumean 
teoria pixka bat egotea gai tz  txikia dela uste dutenak ere. Azkenik, 
badago teoriaren pixka baten eta praktikaren askoz ere gehiagoren 
artean nolabaiteko oreka egon beharko li tzatekeela uste duenik ere. 
Horien artean daude akademian ikerketan ari tzen diren teorialari 
ba tzuk egotea begi onez ikusten dutenak, akademiak ez dezan ara-
zorik izan ikerketaren bat gara tzen ari ote den galdetuz gero. Horiek 
akademietan teorialariak behar direla uste dute, agintariek akade-
OKGMKMGTMGVCGMQK\VGCPCJKFWVGNCMQ*QTTGNCMQLGPFGCM
QTCKPFKM
ez du ulertu ikerketa akademiaren eran tzukizuna dela,teorialarien 
eta artisten artean partekatu behar dela, eta proiektu komunen 
i txura hartu behar duela, askotariko metodologiak erabiliz edota 
metodologia ezberdineko banakako proiektuak erabiliz. 
Teoria eta praktika artistikoaren arteko harremana ikuspuntu 
manikeo batetik ikusten dutenak ez dira batere eroso senti tzen 
ƂIWTCJKDTKFQGMKPJCNCPQNCVGQTKCMICTCV\GPFKVW\VGPCTVKUVGMKP
edota praktika artistikoak gara tzen dituzten teorialariekin. Ikerketa 
CTVKUVKMQCTGPMQPV\GRVWCMƂIWTCJKDTKFQJQTKGMDCNKQGUVGMQCWMGTC
ematen duen neurrian, esan daiteke kon tzeptu horrek beldurtu egi-
ten dituela artisten eta teorialarien lan akademikoa argi eta garbi 
bereiztea nahiago duten horiek. Teoriarekiko inongo interesik ez 
duten artistei dagokienez, teoriarekiko inongo interesik ez duten 
beste artistak nahiago dituzte, eta ez hori bakarrik, jarduera artis-
tikoarekiko inongo interesik ager tzen ez duten zien tzialariak ere 
nahiago dituzte, margolarien jeinuarekiko miresgarritasun inuzen-
VGDCVGVKMJCTCVCIQGVCG\ƂNQUQHQUQ\KQNQIQGVCMWNVWTCKMCUMGVCM
dituztenena, etengabe jeinu horiek lo tsan uzten baitituzte proiektu 
artistikoei buruz egiten dituzten ekarpen diskur tsiboekin, eta, era 
inplizituan edo esplizituan, horiek sinisten duten estetikari aurka 
egiten dietela baitirudi.
0KTGWUVG\GIQMKGPCFCCMCFGOKCPCTVGGMKMQDGPGVCMQKPVGTGUC
duten teorialariak —adibidez, artearen historiagileak edota artea-
TGPVGQTKCNCTKCMtGFWMKV\GCCTVGCC\VGTNCP\KGPVKƂMQDCVGIKVGMQ
gai tzat baino, pen tsamenduak, gogoetak eta bestelakoak adieraz-
teko eta komunika tzeko baliabide tzat jo tzen dutenak. Ziur nago 
erakusketak, adibidez, ez direla artista edo komisarioen pribilejio 
esklusiboa. Artistek liburuak idazteko eskubidea duten bezalaxe, 
ƂNQUQHQGMGTGGTCMWUMGVCMRTGUVCV\GMQRGTHQTOCPEGGVCP eta kon-
V\GTVWGVCPRCTVGJCTV\GMQGVCƂNOGVCPGFQDKFGQVCPNCPGIKVGMQ
eskubidea dute, eta ez bakarrik lagun tzaile moduan, baizik eta 
proiektua haien ikerketa aurkezteko baliabide legitimo bezala erabi-
liz. Akademiek akademizazio prozesu hori beren buruarenganako 
\KGPVKƂMQCTGPDCNKQMKFGIKUCFGUMTKDCVWFCKVGMGGNCPQNCDCKV$GTC\
proiektu artistikoa artistikoki edo gaika ikertu beharreko arazo 
artistiko baten formulazioarekin hasiko li tzateke, eta formulazio 
hori artistak hasierako arazo artistiko horri eta haren testuingu-
ruari eran tzuteko erabil tzen duen artelan, ekin tza, performance 
edo adierazpen bilakatu daiteke, ala ez. 
Ikerketaren kon tzeptu pluralista defenda tzeko erabilgarria 
izan arren, kontuz ibili behar dugu argudio analogiko horrekin. 
+MGTMGVCCTVKUVKMQCGVC KMGTMGVC\KGPVKƂMQCCPCNQIQCMFKTGNCMQ
ideia horri helduta, ba tzuk pen tsatu dute arte akademietako emai-
V\CKMGTV\CKNGCMWPKDGTVUKVCVGGVCPKMGTMGVC\KGPVKƂMQCTGPGOCK
tzak neur tzen diren era berean aztertu beharko genituzkeela. 
Datozen hamar urteetan, eztabaida handiak egongo dira arte 
akademietan, horietan gara tzen den ikerketa artistikoaren emai-
tzak neur tzeko eta erreferen tziako irizpideak ezar tzeko moduen 
inguruan.
'\VCDCKFCJQTTGPDCTTWCP\KGPV\KCNCTKGMGVCGTCMWPFG\KGPVK-
ƂMQGMC\MGPKMQPCTVWGVCWNGTVWFWVGKMGTMGVCCTVKUVKMQCMG\FWGNC
liburuetan eta espezializatutako aldizkarietako artikuluetan ager-
tu behar. Azkenik onartu dute ikerketa artistikoa formatu ezber-
dinetan “argitaratu” daitekeela: erakusketak, kon tzertuak, perfor-
OCPEGCMCTVGNCPCMƂNOCMDKFGQCMFK\KRNKPCCTVGMQUKPRQUKQCM
edo… diziplinartekotasunari buruzko sinposioak. Hasiera batean, 
akademiek kon tzesio horiek era euforikoan balioe tsi zituzten iker-
keta artistikoak eman di tzakeen emai tza ugariak ikusita, hau da, 
ikasleek edo irakasleek sortutako erakusketak, kon tzertuak, per-
HQTOCPEGCMCTVGNCPCMƂNOCMGVCDKFGQCM+MWURGIKMWCPVKVCVKDQ
batetik, akademiarik  txikienek ere ikusi zuten uniber tsitate han-
dien “argitalpen” kopurua gaindi tzea oso erraza izango zela.
&GPCFGNCDCNKVGMGG\VCDCKFCTGPJWTTGPIQHCUGCP
ICWTGIWP-
IQHCUGCJQTTGPGWHQTKMQG\GIQVGMQCTTC\QKCMCWTMKV\GC1TCKP
argitalpen artistikoak zenba tzeaz gain, horrelako argitalpenak 
kategoriaka sailka tzeko modua ezar tzea eskatuko zaie akademiei. 
'TCDGTGCPMCVGIQTKCJQTKGMKMGTV\CKNGCTVKUVKMQGPMQOWPKVCVGCTGP
tzat duten garran tziaren arabera ere banatu beharko dituzte, 
A, B edo C kategoriako aldizkarietan argitaratutako argitalpen 
\KGPVKƂMQGMKPGIKVGPFGPDG\CNCZG'\VCDCKFCTGPKMWURWPVWDGTTK
horrek nabarmen kalte dezake ikerketa artistikoa, giza zien tziak 
kalte tzen dituen bezalaxe.
+MGTMGVCCTVKUVKMQCTGPCKVQTRGPQƂ\KCNCGOCKV\CMC\VGTV\GMQKMGT
tzaileek ezar tzen dituzten irizpide zen tzugabeen araberakoa den 
DKVCTVGCP
KMGTMGVC\KGPVKƂMQCTGPCPCNQIKG\OQ\QTTQVWVCKMGTMG-
ta artistikoa natura zien tziekin parekatuko da, eta ez giza zien-
tziekin. Ikerketako kon tzeptu pluralista baten aitorpena —ikerketa 
artistikoa ere barne hartuko duena— lortu nahi duten iker tzaile 
artistikoek kide asko aurkituko dituzte giza zien tzien arloan ari-
tzen direnen artean, horietako askok haien emai tzak ebalua tzen 
dituzten metodo zorro tzei ere aurre egin behar baitiete. Giza zien-
tzietako iker tzaile askok ez dute onar tzen nazioarteko aldizka-
rietan argitara tzen diren eta adituen berrikusketa jasaten duten 
artikuluen formatua euskarri akademikorik garran tzi tsuena iza-
VGCPCVWTC\KGPV\KGVCPIGTVCV\GPFGPDG\CNC0CVWTC\KGPV\KGVCMQ
ordezkariak beren iri tzia inposa tzen saia tzen dira: izaera orokorre-
ko egunkarietan eta aldizkarietako en tseguetan argitara tzen diren 
liburuak, antologiak, artikuluak eta kritikek ez dute balio akade-
OKMQTKMKCPCJK\GVCC\MGPJCOCTMCFGVCMQƂNQUQHQTKMICTTCPV\K
tsuenetako ba tzuk, adibidez, ez duten ezer ez ida tzi beren kideek 
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segurtasun osoz onartu behar dutela uste dut, etaprozesua uniber-
tsitateek akademietan sortutako giro esperimentalez ikasteko 
obligazio moduan har lezakete. Zer gertatuko li tzateke akademiza-
zioa arte akademiak uniber tsitate bilaka tzeko obligazio tzat uler-
tu ordez, uniber tsitateak arte akademia bilaka tzeko obligazio tzat 
ulertuko bagenu? Besteetan ere esan dudan bezala, ez dut uste arte 
gaietan doktore tza bat egin nahi duen artistak tesia nahitaez ida tzi 
behar duenik. Are gehiago, guztiz bazter tzen dut ideia hori. Horren 
QTFG\ƂNQUQƂCPFQMVQTGV\CDCVNQTV\GMQƂNQUQHQDCVƂNOCGMQK\VGP
ikustea gustatuko li tzaidake. 
0QUMKJQTTGNCMQKFGKCMG\FCVQ\DCVFK\KRNKPGPCTVGCPOWIC\GJC
tzak berrezar tzeko eta berrarau tzeko joera erreakzionarioarekin. 
'IKCK\CPIQQVGFCC\MCTTGIKGTCOCPFWIWNCKPVGTOWNVKMTQUVTCPU
'WTQRC'ZRTGUUJQTK!'\FWVWUVG0KMWUVGFWVC\MGPQ\VQRQCGFQ
horma bota dugula, ho ts, artista eta teorialaria bereizten zituen 
JWTC'IWPIQCMCFGOKCPCTVGCGVCVGQTKCIGPGTQ
JKV\CTGPDKGUC-
PCJKGVCPG\DGTFKPV\CVJCTV\GPDCFKTCGVCDGTC\CTVKUVCTGPGVC
teorialarien lana modu protekzionista batean bereizten bada, iri tsi 
da gender bending akademiko pixka bat aplika tzeko unea.
Ikerketa artistikoari buruzko diskur tso bat era tzea, diskur tso 
horri esker ikerketa aurkezteko onargarri bilaka tzen diren euskarri 
ani tzak, diskur tso hori heda tzen duten hezkun tza eta arte erakun-
deen sareak, uniber tsitatean giza zien tzietako atal eta ordezkarie-
kin era tzen hasten diren alian tzak… horrek guztiak natura zien-
tziek orain arte izandako hegemoniaren bukaera eragin dezake. 
Hegemonia hori guztiz agerikoa da. Izan ere, natura zien tziek 
modu guztiz erredukzionista batean balioesten baitituzte lortutako 
emai tza iker tzaileak , eta ikerketara bideratutako fun tsen banake-
VCPGWTTKJCPFKDCVGCPJQTTGPCTCDGTCMQCDCKVC'TCMWPFGGVCP
eta horietatik kanpo iker tzaileek elkarren artean egiten dituzten 
alian tza estrategikoei esker, natura zien tzien hegemonia naturala 
UWPVUKV\GCNQTV\GPDCFCtPCJKICDGDCFCGTGt$QNQIPCMQ2TQ\G-
suari begi onez begira tzeko arrazoi on bat izango dugu: bere burua 
sun tsi tzeko gaitasun bi txia duela. 
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Gogoeta egiteko eman dizkiguten gaiak interesgarriak irudi tzen 
\CK\MKVK\CPGTGG\FKTCOWICV\GPpCTVGCTGPCTC\QGVCTCq
GVCJQTK
QJKMQCDKJWTVWFCG\VCIWTGOGVQFQNQIKCIWUVWMQGPGVCP\GPVTC
V\GPGTG
DC\VGTTG\KPCMDCFKTCGTG*QTTGPQTFG\MTKVKMCMGIKVGMQ
gizarte-matrizeari eta matrize instituzionalari aurre egiteko eskatu 
FKIWVG
CTVGCP\GKPCTVGCTGPVGQTKCPGFQG\CIWV\CTGPKPIWTWMQDGUVG
GFQ\GKPGTGOWVCP'\VCDCKFCV\GMQGOCP\K\MKIWVGPICKGPCTVGVKM
bik eman zidaten aten tzioa: diziplina ondokotasunera emandako 
aldaketak benetan aurre egin ote dien haren sorrera eragin zuten 
gizarte eta politika-arazoei, eta posible ote den diziplina zeharkako-
tasunaren hasierako asmo handi horien i txikeriari aurka egitea. 
hirurogeita hamar eta laurgeiko hamarkadetan, arteen eta huma-
nitateen arloan emandako praktika teorizatuetaran tz egin ondoren 
gertatutakoari buruz gogoeta egiteko eskatu digute fun tsean, eta, 
zeha tzago esanda, “artearen teoriaren” gorakadatik gertatutakoari 
DWTW\-TKVKMCTGPVGQTKCTGP
GVCNKVGTCVWTMTKVKMCTGPJKUVQTKCTGP
une ba tzuk hartuta, diziplina zeharkakotasunaren helburuak kri-
tika aska tzailearen tradizioetatik eta legatuetatik zein gizarte osoa 
berregitura tzeko nahietatik bereizezinak direla azal tzen saiatuko 
naiz. Kritikak edo “kritikotasun” sozialaren espirituak politikoki 
etorkizun eraginkorra eduki dezaten, hau da, kritikak eta kritikota-
sun sozialak muturreko kritikak aldarrika tzen zituen i txaropenak 
bete di tzaten, proiektu horiekin konprometituta daudenek kritika-
rekin bat egitea ez dela nahikoa aitortu beharko dute. Horren ordez, 
kritika mota bereizi baten indarra gogoraztea proposatu nahiko 
PWMGUQ\KCNMKRTQ\GUWCNCGVCRTCZKCNCFGPC
JQTKGIKPFCGTGGTC-
ginkortasun horren aurrebaldin tza baino ez dugu lortuko, eta ez 
JQTTGPDGTOGC#TVGCTGMKMQGVCMTKVKMCTGMKMQMQPRTQOKUQCMFK\K-
plinen mugetatik haratago garama tza. 
Zalan tzarik gabe, diziplinaz gaindikoaren, artekoaren eta 
zeharkakoaren eta diziplina aniztasunaren hasierako helburu 
asko artearen teoriaren edo praktika bera teoriza tzearen eremuan 
KPUVKVW\KQPCNK\CVWFKTC'TTGUWOC$CVWMQCTVGJG\MWPV\CPpCTVGCq 
“kritikarekin” batera heda tzeraino. Gaur egun, intuizioaren aurkako 
oinarrizko hainbat ikasgai ikasten dituzte ikasleek, uniber tsitateko 
edo arte-eskoletako hezkun tzaren zati estandarizatu moduan. 
“Kritika-trebetasunetan” ere, burokratizatutako indarra hedatu da, 
eta erreferen tzia-gune gisa ager tzen dira gradu-ikasketak ebalua-
V\GMQGUVCPFCTTGVCP
GVCNKDWTWJQPGPDGUVG\CVKDCV\WGVCPC\CN-
FWDG\CNCpKMGTMGVCTGMKPqIWTWV\CV\GPFKTC'WTQRCT$CVCUWPCMQ
DGUVGNGMWDCV\WGVCP$QNQIPCMQJKV\CTOGPCTGPGTCIKPRGCP2GP
tsamendu kritikoak berez artean duen eragina gu txiesteak eta arte-
ikasketak jorra tzeko modu zaharragoak aldarrika tzeak oso ikuspe-
gi estua eta eskasa eraku tsiko luke. Azken bi hamarkadetan, bil tzar 
nahikoak egin dira “teoriaren” eragina  txikitu nahi zutenak bil-
tzeko, artearen esparruan ongietorria ez zen arro tz baten moduan 
ikusten bai tzuten. Kritikaren eta teoriaren instituzionalizazioaren 
inguruko nire behaketen xedea ez da “teoriak” arte-ikasketetan 
FWGPRTGUGPV\KC\CNCPV\CPLCTV\GCGVCPKTGWUVG\7PKDGTVUKVCVGCP
intuizioaren kontrako ideiak ikasteak oraindik badu bere balioa. 
Horren ordez, xedea da aitor tzea kritikaren asmoetako ba tzuk kapi-
talismo modernoaren baliabideen eta helburuen kontra-asmo estue-
tan instrumentalizatuta geratu direla. Instituzionaliza tze-prozesu 
hori neoliberalismoaren agintepean gertatu da hein handi batean, 
GVCUWDLGMVWINQDCNDGTTKCM
GTFKOCKNCMQMNCUGNKDGTCNK\CVWCIK\CT-
tearen alderdi publiko, produktibo eta efektiboak administra tzeko 
7<M<C?<A4
M8;4E>4>BG4FHA4"
BFBG4FHA4">E<G<>4
Gail Day
.GGFU7PKDGTVUKVCVGMQ#TVG'FGTTG-
tako, Artearen Historiako eta 
Kultur Ikasketetako Fakultateko 
KTCMCUNGCFC'TCDGTGCP.QPFTGU-
ko Institute of Historical Research 
institutuko Marxism in Culture iker-
keta-mintegiko antola tzaileetako 
bat da. Gail Dayren testuak Oxford 
Art Journal 
DGTVCMQGFKVQTGCK\CP
\GPThird Text eta Radical Philosophy 
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duen azken liburua, Dialectical 
Passions: Negation in Postwar Art 
Theory, %QNWODKC7PKXGTUKV[2TGUU
argitale txeak argitaratu du 2010. 
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trebetasun afektiboak eta harreman-sareak sor tzeko gaitasuna 
dituzten langile “dialogikoak” sor tzeko baldin tza modernoare-
MKP KFGPVKHKMCV\GC 
.KDWTWJQPGVCMQ RCTVGJCTV\CKNGGK CWTMG\-
tu zi tzaizkien galderetako ba tzuek premisa hori eduki lezakete 
CDKCRWPVW*QTTGPQPFQCPHQTOCGUVGVKMQCTGPGVCMCRKVCNCTGP
balio-formen arteko homologia ezar tzen da —adibidez, diruaren, 
VTWMGCTGPDCNKQCTGPƂPCPV\CMCRKVCNCTGPGFQƂM\KQ\MQMCRKVCNCTGP
artean—,kapitalaren oinarri diren prin tzipio abstraktuenetan lotu-
TCG\CTV\GMQ
#FQTPQTGPGVC(TGFTKE,COGUQPGPNCPDCV\WMDGTG\KMK
GTCIKPJCPFKMQCMK\CPFKTGNCWUVGFWIW
Jarrera horiek guztiek gizartearen gero eta i txiera handiagoaren 
edo indar heteronomoekiko lotura gero eta handiagoaren narrati-
ba proiekta tzen dute, hein handiagoan edo  txikiagoan. Oso egitura 
ezagunak erabil tzen dira horretarako. Adibidez: “materialen” ordez, 
“immaterial” edo “desmaterializatu” jar tzea; askatasunaren ordez, 
ezabaketa; “objektuek” eta “gauzek” arda tz izateari uzten diote, 
“harremanen” edo “erlazionalitatearen” alde; erabileraren balioak 
VTWMGCTGPDCNKQCTK
GVCƂM\KQ\MQMCRKVCNCTKW\VGPFKQNGMWCGTFKIW-
PGCMpMCPRQCNFGCPqGFQpJWVUKMqIGTCV\GPFKTGNCMQ
GFQJQTKGUCVGP
FKIWVGDGJKPV\CV-QPVWCG\FCPCTTCVKDCJQTKGMHWPVUKMG\GFWMK
tzea. Arazoa da noranzko bakar batean fun tziona tzea, historia eta 
ICWTGIWPIQLQGTCQTQMQTTCMUKPRNKƂMCVWVC)CKPGTCOQFWIW\VK\
aldebakarrean irakur tzen dituzte Marxen merkan tzia-gizartearen 
teoriaren pasarte ba tzuk. Jarrera horietako gehienek ku tsu kontra-
teleologiko eta kontra-historizista izan arren, teleologia inplizitua 
dute euren narratibek. Aten tzioa ematen du maiz gainbehera baten 
ondoren sortu izanak, artea “libre” edo, gu txienez, gaur egun baino 
“libreago” zeneko unearen miraz. Kapitalismoaren gorakadaren 
aurrekoa izaten da garai hori, edo horren lehenengo urteetakoa 

XIX. mendeko “laissez-faire” kapitalismoari edo kapitalismo “liberala-
TKqNQVWVCMQC0KM\CNCPV\CMFKVWVCUMCVCUWPJCPFKCIQMQICTCKJQTK
GZKUVKVWQVGFGP'IKNGIGJKGPCMtIK\QP\GKPGOCMWOGtCTVGCM
kapitalarekin duen lotura nonahi aurki tzen saia tzen badira ere, ez 
li tzateke inolaz ere burugabekeria artea gaur egun inoizko unerik zaile-
nean dagoela pen tsa tzea. Agian, ez luke guztiz harrigarria izan behar 
kapitalaren erakundeetan artea “sar tzearekin” batera asimilazio 
horren ukapenak ere aurki tzeak. “Manifestu komunistak” 1848. urtean 
argi u tzi zuen bezala, modu dialektikoan ulertu beharko li tzakete 
kapitalismoa, murrizketa berriekin batera askatasun berriak eskai-
PKVCŨJKUVQTKMQMKJKV\GIKPG\.CDWTDKNFW\PCTTCVKDCMTKVKMQIGJKG-
nek dialektikaren zati bat kendu dute. Bereziki, giza gaitasunaren 
alderdi aska tzaileak kendu dituzte, baita askatasunaren aldeko 
diskur tsoaren alde egin edo hori aldarrikatu nahi izan dutenean ere. 
Are gehiago, gaur egungo teoriko horiek nekez egiten dute gogoeta 
eurek deskriba tzen dituzten indar instituzional horietan duten posi-
zioari buruz. Gehienetan, muturreko kritikak artearen estatusaren 
iri tzi  txarra izaten du; baina, horrekin batera, bere tzat gorde tzen 
FWMTKVKMCNCPC
DGTGDWTWCPFWGPMQPƂCPV\CJQTTGMKTCFQMKV\GPFW
DGTCMDCMCTTKMFWGNCMTKVKMQVCUWPRKZMCDCV*QTVC\VGPVCICTTKC
izan liteke ohiko ikuspegiari buelta ematea, eta, i txurek erakusten 
dutena alde batera u tzita, kritika eta teoria praktikaren a tzetik doa-
zela esatea. Tentagarria li tzateke, garbi-garbi geratuko baili tzateke; 
baina, ongi pen tsatuz gero, “lehenera tze” hori ez li tzateke nahikoa 
K\CPIQ2KZMCPCMCRKZMCPCMCC\CNFWMQFWFCPOQFWCPVGQTKCTGP
eta praktikaren arteko bereizketa baten ingurukoa izango da auzia; 
baina ez arteaz idazterakoan eta artea egiterakoan dauden lan-ba-
PCMGVGMKPDCVFCVQTTGPDGTGK\MGVC
PGMCICTTKJQTTGPKPIWTWMQC 
HWPV\KQCFWGPCGPVTGPCV\GMQ VGMPKMCMGMCTTKFKVW#TGIGJKC-
IQ2CWNFG/CPNKVGTCVWTVGQTKMQCMDGTGICTCKCPCTIWFKCVW\WGP
moduan, “teoriaren aurkako erresisten tzia” ez da ba tzuek ikerketa 
teorikoari dioten beldur tzat ulertu behar, baizik eta teoriaren bera-
ren fun tsezko proiektu moduan: teoriaren aurkako erresisten tzia 
VGQTKCTGPDGTCTGPFGƂPK\KQCFC1.
II
Artearen teoriaren eta kritikaren instituzionaliza tzearen testuingu-
ru neoliberala aitor tzearekin batera, oso garran tzi tsua da gaur egun-
go artearen inguruko guztia merkatu neoliberalaren isla izatera ez 
murriztea. Arteari buruzko azterketa kritikoetan, nagusi bihurtu da 
JGKPDCVGCPKMWURGIKJQTK'\FCIQMTKVKMCLCTFWGTCGUMCUKCTKMtG\
artisten artean, ez idazleen artean—, eta, hala ere, merkatari tzan 
murgildutako mundu batean bizi garela en tzuten dugu etengabe, 
eta artearen kritika merkatuaren interesen berniz-geruza besterik 
G\FGNC7UVGFWVMTKVKMCKNFQJQTKUQKNUCOCTTCDKJWTVWFGNCDGTGK\K-
tasun gu txikoa: amateurra ez den arte-ekoizpen alderdi oro pin tzel 
berarekin eginda baleude bezala ikustea da joera. Argudio horren 
hainbat aldaera daude; praktikan konbinatu egiten dira, eta labur-
labur azaldu nahiko nituzke hemen. 
Ikuspegi horietako lehenak artea boterearekin lo tzen du, hala 
negozioetako boterearekin nola sormen-industria izenez ezaguna 
den ekonomia-atalarekin. Lotura hori Charles Saatchiren fun tzioan 
\GPVTCFCKVGMGCFKDKFG\GFQCTVGCƂPCPV\CGURGMWNC\KQTCMQVTGUPC
gisa duen fun tzionamenduan. Artea sar tzearen inguruko kontu 
hori soziologikoa izaten da kasurik onenean; gehienetan, ordea, 
tonu moralista har tzen duen kazetari tza populistan ikusten dugu 

CTVGCTGPOWPFWMQRGTVUQPCG\CIWPGPICPCMQNKNWTCICNFWICDG2. 
Argudio horren aldaera batek artea pribilegio-esfera dela kritika-
tzen du, artea boterea eskura tzeko modu gisa uler tzeko modua 
C\RKOCTTCVWVC2KGTTG$QWTFKGWTGPOWUGQGPUQ\KQNQIKCPQKPCTTK-
tuta, moralista den ikuspegi horren arabera, artean parte har tzea 
kulturalki “bereiztea” da, “kapital sinbolikoa” erakustea, alegia. 
$GUVGPCTTCVKDCDCVGMCTVGCOGTMCPV\KCTGMKP KFGPVKƂMCV\GPFW
sor tzaileagoa den maila batean. Lotura hori ez da hain “soziolo-
gikoa”, eta kritikaren teoriaren diskur tso politikoetatik edaten 
du; gainera, Georg Lukács-en gauza tze ideian oinarri tzen da. 
p+MWUMK\WPq
)W[&GDQTFGVCpMWNVWTKPFWUVTKCq
6JGQFQT#FQTPQ
GVC/CZ*QTMJGKOGTDG\CNCMQMQPV\GRVWGVCVKMCDKCVWVCMCRKVCNCM
bizi tza sozialean eta psikikoan duen gero eta kontrol handiagoa iza-
ten du arda tz. Tonua askoz ere teorikoagoa da, eta, askotan, halako 
ku tsu malenkonia tsua eduki tzen du. Merkan tziaren ikuspegi 
JQTTGPDGTVUKQUGPFQCIQCMGTG.WM½EU
GVC)GQTI5KOOGNFWCDKC-
puntu, eta paralelismoak edo homologiak ezar tzen ditu kulturaren 
hainbat alderdiren eta kapitalismoaren hainbat ezaugarri sozialen 
artean. Bi joera nagusi daude jarrera berdin tzaile horretan: lehenak 
JQOQNQIKCMKFGPVKƂMCV\GPFKVWMWNVWTGPGVCNCPRTCMVKMCRTQ\G-
su edo harreman moten artean. Joera horren adibide goiztiar ego-
kia da Siegfried Kracauerrek Fordismoaren eta Taylorismoaren eta 
“Tiller Girl” delakoaren “masen apaingarriaren” artean egindako 
alderaketa. Beste bat adibide bat sublimazioaren eta desublima-
zioaren inguruko Herbert Marcuseren ideia zoragarriak dira. 
Orain tsuagoko beste adibide ba tzuek artea “lan immaterialare-
kin” lo tzen duten beste ezaugarri jakin ba tzuk aitor di tzakete, edo 
arteak management garaikidearekin konparti tzen dituen hainbat 
teknika edo trebetasun aurkitu, hala nola arte erlazionalak 
 2CWNFG/CP p6JG4GUKUVCPEG VQ6JGQT[q 
The Resistance to Theory obran, Minneapolis: 
7PKXGTUKV[QH/KPPGUQVC2TGUUQTT
2. Hal Fosterren joera “erlazionalenek”, berak 
“Arte-festa” [arty party] deitutakoak, erakusketa 
babestuak eta multinazionalen kapitalaren 
korporazioek sustatutako ardoa eta kanapeak 
dituzte. “Arte-festa” hori, baina, autokonplazen-
tzia sozial tzat eta miopia tzat baino zerbait 
gehiago tzat har daiteke: gizartearen hainbat 
nahi eta helburu eta gizartearen gaineko era-
ginkortasunik eza bereizten dituen espazioa 
metaforiza tzeko ere balio du. 
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arte kon tzeptualaren joera politizatuenetan; zinemaren eta 
argazkigin tzaren teoria neo-brechtiarrean; hirurogeita hamarreko 
hamarkadan garatutako ikuspegi sozialetan, historikoetan, mar-
ZKUVGVCPGVCHGOKPKUVGVCPMWNVWTKMCUMGVGPIQTCMCFCP
'TTGUWOC
Batuan, berrogeita hamarreko hamarkadako Worker’s Education 
AssociationGVC4C[OQPF9KNNKCOUGVC'26JQORUQPK\CP\KVW\VGP
LCVQTTK*CWG\FCIGTVCGTCJCKGVCPUCTV\GMQWPGCtJCKGPJKUVQTKC
oraindik idazteke badago ere8—, baina esan beharko genuke horie-
tako bakoi tzak ordura arte onartutako diziplina zen tzuarekin haus-
ten zuela ematen zuela. Arte kon tzeptual politikoak arazo bihurtu 
zituen arteak autonomia auto-pen tsakorra lor tzeko zituen nahiak; 
argazkilari tzaren askotariko egoi tzek erakundeen ohiko edukie-
MKPJCWVUK\WVGPKMWURGIKMTKVKMQGVCUQ\KCNGMtQƂ\KCNMKCTVGCTGP
azterketaren inguruko benetako nahaspilatik “kanpo” zeudenek— 
eraldatu zuten artearen historia. Garai hartako diziplina terminoe-
tan, “kanpo” zegoena “barruan” sar tzen ari zen. Kultur ikasketek 
orduko ikasketa programetatik kanpo zeuden ezagu tzaren ekoiz-
penaren eta ezagu tza-guneen apologia egin zuten. Garapen horiek 
ezker berriaren ideiak sakabana tzea ekarri zuten —eta akademiza-
zioa ere ekarri zutela esan daiteke. 
'\MGTDGTTKCMDGTTK\QTKGPVCVW\KVWGPJKGTCTMKCMGVCFK\KRNKPCTVC-
sun modernoaren egitura, XX. mendearen erdialdera ezarri bezala. 
Horren forma hedatuenek diziplina-espezialitatearekin hauste-
ko nahia sustatu zuten, praktika “diziplinar” horiek beste kultur 
RTCMVKMCDCV\WGVCTC\W\GPV\GCJGNDWTWK\CPKM
CFKDKFG\KMWUK\MQ
arteak zinemaren teoriarekin edo literaturarekin lotuta, teknikak, 
G\CIWV\CMGVCRTQ\GFWTCMJKDTKFCVW\$CV\WGPV\CVFK\KRNKPGMUWUVC
tzen zuten ikuspegi miopea saihestea zen hori, eta ikerketa aberas-
garriaren eta sormenezko adierazpenaren aldeko apustua egitea. 
Beste ba tzuen tzat, berriz, espezializazioak berak emandako botereei 
aurre egitea zen, diziplina-protokoloak eta ideologiak kritika tzea eta 
CWMGTCMQOGVQFQCMICTCV\GC
KMGTMGVCOKNKVCPVGCGFQMQJCOCTMC-
FCTGPJCUKGTCP+VCNKCPGIKP\GPDCVGTCMQKMGTMGVCDGUVGTGPCTVGCP 
Horrek helburu oinarrizkoago bat iradoki tzen du: diziplina berezi 
ba tzuk errealitate sozial zabalago bateran tz zuzen tzea. Beraz, 
diziplina-espezializazioarekin ez ezik, gauza tze sozialaren ondo-
rio eta muinarekin ere hausteko gogoa adierazi zuen teoriaran-
zko aldaketa horrek. Hortaz, metodoa heda tzea —metahizkun-
tza bideragarriak bila tzea— giza askatasunarekin zerikusia zuen 
arazo baten moduan ikusi zen, esplizituki-edo, giza harremanak 
berreraiki tzeko politika sor tzeko helburu moduan, alegia9. Gainjar-
tze eta loturekin ere, ten tsio nabarmena zegoen espezializazioaren 
erronkaren eta gauza tzearen erronkaren artean. 
'UCPNKVGMG/CTZGPGVCVTCFK\KQOCTZKUVCTGPQTFG\MCTKPCIWUKGP
NCPCpFK\KRNKPC\ICKPFKMQCqK\CPFGNCDGVK
VGUVWKPIWTWJQPGVCP
DCKPCCPCMTQPKMQCFKTWFKVGTOKPQCM1PCTFG\CIWPQTFWCP/GP-
debaldeko marxismoaren eta kritikaren teoriaren helburuetako bat 
Marx beste “diziplina” edo pen tsamendu-gorpu tzekin osa tzea zela 

9GDGT5KOOGN(TGWF5RKPQ\C.CECPGVCCDCTGTCPVUKVCK\CP
ere, ba tzuetan, baliabide intelektualak mugatuak zirela eta “ekono-
mian”  txertatuta zeudela eman zezakeen. Onar dezagun, halaber, 
eztabaida marxistek diziplinen arteko gerretan bana tzeko ohitura 
FWVGNC
GMQPQOKCNCTKCMƂNQUQHQGPCWTMCƂNQUQHQCMJKUVQTKCNCTKGP
CWTMCGVCCDCT*CNCGTGICW\CIWVZKFCWFG/CTZGMDGTCMDGTG 
“ekonomia politikoaren kritika” gida tzeko egindako ahaleginen 
RCTGCNFKDGTGCPƂNQUQƂMQMKGVCJKUVQTKMQMKRGPVUCVW\GVCG\CIW
V\CTGP UQTTGTGP 
GFQ QTKGPVC\KQGP \CVKMGVC QKPCTTK\MQGPGVCMQ
III
'PVUGIWJQPGPJGNDWTWGKDGIKTCPKTGMG\MCPCIWUKCG\FCK\CPIQ
kapitalismo berankorraren erakundeek euren tzat hartu duten dizi-
plina zeharkakotasun kritikoaren formen ingurukoa, ezta lehen 
oso kritikoak ziren agente ba tzuek euren burua “saldu” duten 
OQFWCGTG'\PCK\\GPVTCVWMQG\VCGTGGTCMWPFGCGVGPICDGMQ
CWVQMTKVKMCTCMQOCMKPCDKJWTVWK\CPCTGPCTC\QCP
6QPK0GITKTGP
aspaldiko esaldi hark zioen bezala, kapitalak bizirik irauteko soilik 
irakurri omen zuen “Das Kapitalq3. Gai horiek guztiak gai serioak 
dira, baina esan nahi nuke kritikaren ideiaren bilakaera eta jarrera 
“kritikoen” mugak bere horretan har tzea izan daitekeela arazoaren 
jatorria. Zeha tzago esateko, iradokiko dut kritika-eredu gehienek 
GPFGOKMQCFWVGNCLCTTGTCCRQTGVKMQLCMKPDCV
MTKVKMCTGPVGQTKCTGP
DGTCTGPOWIGVCMQDCVGPOQFWCPGTGWNGTNKVGMGJQTK
0KTGKMWURGIKCG\FCIQOWICVWVCpCTVGCTGPMTKVKMCqK\GPGMQGTGOW
instituzional berezi horretara. Artearen kritikaren hainbat ber tsio 
JCTVWMQFKVWVPQUMKDCKPCOGTG\KFWGUCVGCpMTKVKMCq
GFQMTKVKMQ-
VCUWPCGVCCDCTGUCVGPFWFCPGCPJQTTGP\GPV\WTKM\CDCNGPGCP
CTKPCK\GNC*QPGNCFGƂPKVW\WGP+OOCPWGN-CPVGMDGTGICTCKC
“kritikaren garaia, dena mendean har tzen duena”4. Haren asmoa 
\GPFQIOCVKUOQCTTC\KQPCNKUVCTK
GVCGU\GRVK\KUOQCTKCWTTGGIKVGC
DCKPCCUMQTGPWUVG\-CPVGPƂNQUQƂCMCWMGTCGOCVGPFWJCTGP
MTKVKMQVCUWPCGRCKGP
pGRCKVGIKCTGPq5 mende gera dadin. Kanten 
ƂNQUQƂCMTKVKMQCTGPOGVCMTKVKMCMCDKCRWPVWJCTVWVCIK\CCUMCVC-
suna aurki tzeko tresna moduan garatu zen kritika —adibidez, kri-
tikaren teoriak proiektu soziopolitikoarekin zuen konpromisoan, 
harreman sozial kapitalistak gaindi tzeko, edo adibide zaharrago 
bat har tzeko, Karl Marxen dialektika “existi tzen den ororen kritika 
gordina” zela uler tzean6. Kritikaren alderdi aska tzaile hori dizipli-
na zeharkakotasunaren handinahiaren ezaugarri nagusietako bat 
bihurtu zen, edo, beste modu batera esanda, diziplina zeharkako-
tasuna helburu kritiko horren adierazpen bihurtu zen.
Kritika aska tzailetik diziplina zeharkakotasunera igarota, oso 
jauzi handia ematen dudala emango du. Baina kritikaren teoriak 
ezker berriaren tzat [new left] duen fun tzioa — eta ezker berriak dizi-
plinen eraldaketan, diziplina —zeharkakotasunaren sustapenean 
eta artearen nahiz kultur teoriaren garapenean duen fun tzioa— 
aitortuz gero,urra ts nahiko  txikia da jauzia. An tzina “gizarte zien-
tzienak” ziruditen hainbat arazok eragina izan zuten “arteetan eta 
humanitateetan”. Teoriaranzko aldaketa orain estrukturalismoaren 
eta post-esktrukturalismoaren gero eta garran tzi akademiko han-
diagoarekin lo tzen bada, garran tzi tsua da onar tzea hasieran oso 
garapen desberdinak izan zituela. Gaur egun hirurogeiko hamarka-
daren “testuinguruaren” zati gisa baino har tzen ez bada ere, edo 
garapen horietan bitartekari lauso baten fun tzioa duen arren, 
bereziki garran tzi tsua izan zen ezker berria garai hartan7. Zalan-
tzarik gabe, ireki tze intelektuala lehenago hasi zela esan zitekeen, 
ezkerraren lehenagoko ekin tzen inguruan; baina bazterrean gera-
tzen ziren, gehienetan: normalean, oso harreman ahulak zituz-
ten erakunde akademikoekin, eta objektu artistikoen azterketaz 
kanpoko faktoreak sartu nahiko balituzte bezala trata tzen zituz-
VGP
#TVGCTGPJKUVQTKCUQ\KCNCTGPNGJGPGPIQWPGGVCPRGPVUCIGPG-
\CMGJGOGPCFKDKFG\'\MGTDGTTKMQKPVGNGMVWCNGMGMKOGPJQTKGM
ƂPMCVWGVC\CDCNFW\KVW\VGPGVC$TKVCKPKC*CPFKCPGUCVGDCVGTCMQ
—uniber tsitate-sektorearen hedapenarekin eta arte-ikasketen eral-
daketarekin batera gertatu zen— , erakundearen gainean eragina 
eduki tzea lortu zuten. Zenbait alderditan pen tsa dezagun, adibidez: 
6QPK0GITKp-G[PGUCPFVJG%CRKVCNKUV6JGQT[
of the State post-1929”, in Revolution Retrieved. 
Selected Writing on Marx, Keynes, Capitalist Crisis 
CPF0GY5QEKCN5WDLGEVU 
25CWPFGTUGM
GVC'$QUVCPLQINWMKV\WNKVC.QPFTGURed Notes, 
1988, 13. or. Saiakera hori italieraz argitaratu 
zuten aurrena, in Contropiano 1, 1968.
4. Immanuel Kant, lehen edizioaren prefazioa 

#ZK QJCTTCCritique of Pure Reason0QTOCP
Kemp Smithek i tzulitakoa, Londres: Macmillan, 
1929, 9. or.
5. Kanten Arrazoi hu tsaren kritika lanaren “epai-
mahaia”; arrazoiaren oinarriez galdetuta, 
arrazionalisten “arrazoiaren epaimahaia” ren 
ustezko zilegitasuna zalan tzan jarri nahi zuen. 
Kant, Critique of Pure Reason, A 751/B 779. Ikus, 
halaber, Howard Caygill, A Kant Dictionary, 
Oxford: Blackwell, 1995, 139. or. 
6. Karl Marx, “Letter to Arnold Ruge”, 1843ko 
iraila, Deu tsch-Französische Jahrbücher. Cf. Marxen 
komentarioak, “Afterword to the Second Ger-
OCP'FKVKQPqDGTGNCPCTGPCOCKGTCPCapital, 1. 
l ibk. Krit ikaren indarra eta askatasuna 
—“norberaren arrazoia gai guztietan publikoki 
erabil tzeko askatasuna”— Kanten honako testu 
honetan ere ikus daiteke: ‘Zer da Ilustrazioa?’ 
p)CNFGTCTGPGTCPV\WPCq
Political Writings, 
*$ 0KUDGVGM KV\WNKVCMQC %CODTKFIG %CO-
DTKFIG7PKXGTUKV[2TGUUQTT*CNCGTG 
2TWUKCMQ(GFGTKMQ++CGTTGIGCMDCKOGPFWVCMQ
erlijio-pen tsamendu askatasunarekin lo tzen du 
Kantek askatasunaren inguruan duen ideia.
 2GVGT1UDQTPGTGP KTW\MKPJCW\W\GPCFC
“marxismoa da kultur ikasketen inguruko 
prestakun tzaren bitartekari iheskorra”. Ikus 
2GVGT1UDQTPGPhilosophy in Cultural Theory, 10. or. 
p2TCIOCVKUOQC OCTZKUOQCTGP QPFQTGPIQ
KPMQPV\KGPVGƂNQUQƂMQCFCqKFGKCFWCDKCRWPVW
9. or.
'TTGUWOC$CVWCP\GPVTCVWVCMQDKKMWURGIK
goiztiar ezagu tzeko, ikus Fred Orton eta Griselda 
2QNNQEMp/GOQTKGU5VKNNVQ%QOGe#P+PVTQ-
duction”, Avant-Gardes and Partisans Reviewed, 
/CPEJGUVGT /CPEJGUVGT 7PKXGTUKV[ 2TGUU 
1996 eta Jon Bird eta Lisa Tickner, The BLOCK 
Reader in Visual Culture, Londres: Routledge, 
1996, 11-14. orr.
9. Marcuseren ondoren, adibidez, psikoanali-
siaren erakargarritasun nagusia zen gizakiaren 
berezko sorrera uler tzeko moduak ez ezik, giza-
kiek ideologia sozial nagusietara a txiki tzeko 
zuten moduaren ikuspegia ere eskain tzea, 
bereziki, eta, hortaz, uztarketa hori eteteko 
edo desegiteko modua, kapitalaren uztarketa 
sozialari eta psikikoari aurre egiteko.
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DKGUCPCJKCFKGTC\KPCJKFKVW9KNNKCOUGMOCK\GNMCTTKICKPLCTV\GP
zaizkionak. Bada esanahi komun bat, aka tsak aurki tzearekin edo 
zen tsura tzearekin zerikusia duena eta ingelesean XVII. mendearen 
hasierakoa dena. Horren ondoan, bada konnotazio espezializatu 
bat ere, XVII. mendearen amaieran sortutakoa, eta, horren arabera, 
epaiketa moduan uler tzen da kritika, eta gustuari, diskrimina-
zioari eta ikasteari buruzko eztabaidekin lo tzen da. Bere gogoete-
VCPMTKVKMCLCTFWGTCTGPCIGTRGPJKUVQTKMQCCKRCV\GPFW9KNNKCOUGM 

XVII. mendearen amaieran eta XVIIIOGPFGCPDCKVCQPIKJG\K-
VCMQMNCUGUQ\KCNRTKDKNGIKCVWDCVGPCIKPVGPCJKGMKMQGVCMQPƂCP
tzarekiko lotura ere. Gizarte-hierarkiaren hainbat adierazpenek 
bere ebazpenak sozialki eraikitako eta historikoki kokatutako ohi-
turetan oinarrituta daudela ain tzat ez har tzeak kezka tzen zuen 
9KNNKCOU*CTGPDGJCMGVCJKUVQTKMQCMDCKPCQKPQTFGV\CPLCUQ
dugun kritikaren zen tzua azter tzeko modu bat dira, eta II. Mundu 
Gerra baino lehenagoko eta ondorengo urteetan diziplina profe-
sional gisa literatur ikasketen inguruan ematen zen prestakun-
tzak kezka tzen zuen bereziki. “Keywords” delakoaren sarreran 
FKQGPG\ICTCKJQTTGVCPƂPMCVW\GPpMTKVKMCKFGKCTGPDGJKPDGVKMQ
nagusitasuna”.12'TCDKNGTCOQFGTPQCTGMKPDGUVGMCVGIQTKCDCV\WM
DGTTKVWGFQƂPMCVWGIKPDC\KTGPGTG GVC pMTKVKMCTGPqMCUWCP 
“zaila da uler tzea horren garapenaren azpian dagoen prestakun tza, 
QUQDQTVKV\ƂPMCVWDCKVCIWTGDWTWGVCPq139KNNKCOUGPCTIWFKQCFC
kritika kon tzeptua arteari buruzko gure eran tzunen nahitaezko 
GOCKV\CDCNKV\DG\CNCUQTVW\GNC9KNNKCOUGPCTCDGTCGTCPV\WPMTK-
VKMQCTGPPCVWTCNK\C\KQJQTKpGRCKV\GMQQJKVWTCM
GFQGUMWDKFGCM
GFQDGVGDGJCTTCMQPCTV\GPG\FWGPGTCPV\WPDCVGPWNGTOGPGVKM
aktiboki dator”14. 
Gai horren inguruko beste hainbat alderdi ere argitu zituen 
9KNNKCOUGM'RCKMGVCMTKVKMQJQTTGVCPKPRTGUKQLCUQV\GJQTKLCUQ
tze-egoeratik isolatuta gera tzen dela onar tzen dela deskriba-
V\GPFWCFKDKFG\ 
pKPRTGUKQLCUQV\GCTGPKUQNCOGPFWCq15. Hortik 
abiatuta, begi bistako bihur tzen dira kritika epaiketa modu gisa 
har tzen duen eredu horrekin lotutako hainbat ezaugarri: kritika-
tzen den fenomenoa bere testuingurutik bereizteko modua 

pGTCPV\WPCDGPGVCMQGIQGTCGVCIQTCDGJGTGVCVKMDGTGK\VGCqUWDLGM 
VWMTKVKMQC 
MTKVKMCTKC UGPVUC\KQGPMQPVUWOKV\CKNGIKUCUQTV\GC
eta “posizio hori benetako eran tzun-terminoen abstrakzioekin” 
mozorro tzea, ideologiari dagokionez16. Ikusiko dugun bezala, 
ezaugarri horiek —edo horien an tzekoak direnak— kritikaren 

VTCFK\KQPCNCTGPDGUVGFGUMTKDCRGPDCV\WGVCPCWTMKFCKVG\MG
#NFGTFKCUMQVCPDGTGKTCMCUNGK\CPFCMQ9KNNKCOUGPKNFQCDGT-
FKPCTK LCTTCKV\GP \KQP6GTT['CINGVQPGM GTG)K\CTVGJCTTGOCP
kapitalistak ager tzearekin batera kokatu du kritikaren historia, 
eta kritika artearen barrutik sor tzen den auto-gogoeta modu gisa 
CTDWKCVWGIKVGPFW)CKPGTC'CINGVQPGMRTCMVKMC KPUVKVW\KQPCN
moduan uler tzen du kritika, klase berriak edo klase berrien zatiak 
kultur unitate berri batean sar tzen lagundu bai tzuen, bai adosta-
sunen bidez, bai ba tzen zituen ohitura eta tradizioak zehaztuta. 
*CWZGFKQ9KNNKCOUGMMTKVKMCTGPDGTGFGUMTKR\KQCTGPCOCKGTCP
“[artearen inguruko] eran tzunaren berezitasuna ulertu behar da 
beti, ez baita epaiketa, praktika baizik, eta harreman aktibo eta 
konplexuak sor tzen baititu egoerarekin eta ohitura horren baldin-
tzekin, baita beste hainbat praktikarekin ere, nahitaez”17. Baldin tza 
JQTKGMC\VGTVW\'CINGVQPGMFKQXVIII. mendean kritika zela “ins-
tituzio ideologiko mul tzo oso bat: aldizkariak, kafetegiak, este-
tika eta gizarte-tratatuak, klasikoen i tzulpenak, ohitura onei eta 
batean bitartekari-lana egin bai tzuen10. Hala ere, espezializazioaren 
erronkaren eta gauza tzearen erronkaren arteko ten tsioa dago ora-
indik, nahiz eta saihestu nahi izan. Artearen azterketa marxis-
VCTGMKPMQPRTQOGVKVWVCMQCFKVWCMDKNV\GPDCFKVWIW
JKUVQTKMQMK
QTKGPVCVWVCMQJKUVQTKCNCTKUQ\KCNDCVƂNQUQƂMQMKQTKGPVCVWVCMQJKU-
torialari sozial bat, soziologiaren eragina duen bat, gizarte orien-
VC\KQMQGUVGVKMCMQƂNQUQHQDCVGVCCDCTKMWUKMQFWIW\CKNCFGNC
euren arteko “hizkun tza” komunik aurki tzea, ustez denak gauza-
tzearen erronkaren inguruko proiektu komun batean murgilduta 
egonda ere. Deigarria da zenbateraino zaila den artearen azterketa 
politikoan sartuta daudenen tzat “soziala dena” bezalako oinarrizko 
kategoria ba tzuen eraketari edo “lekuari” buruz ados jar tzea. 
-CUWDGTG\KJQPGVCPG\FCCTTCTQC'URG\KCNK\C\KQCMIGTQGVC
profesional-talde  txikiagoak sor tzen ditu, euren diziplinen balioe-
VCPGVCJK\MWPV\CPCFKVWCM 
JQTKZGFC ,ØTIGP*CDGTOCUGMGVC
-CPVGPMTKVKMCGVCG\CIWV\CGUHGTGPDGTGK\MGVCTKDWTW\MQ9GDG-
TTGPFGUMTKDCRGPCW\VCTV\GPFKVW\VGPDCV\WGMMQPVCV\GPFWVGPC
Dena dela, i txura denez, arazoak paradigmekin du zerikusia batez 
ere: ez diziplina berezi bakoi tzaren barruko paradigma aldako-
rrekin, baizik pen tsamenduaren paradigmekin, ho ts, diziplinek 
osa tzen eta adierazten dituzten moduarekin. Hortaz, arte moder-
noaren teoria eta literatur teoria lotuta daudela eman badezake ere 

DKGMFKVW\VGMWNVWTQDLGMVWCMOWKPGCPDKGMJCKPDCVOGVQFQNQIKC
MQOWPGCPGVCDKGMKMWURGIKVGQTKMQDGTGPGTCIKPCGWTGPQDLGMVWG-
tara orienta tzeak eta euren azterketa-prozedurek —euren “ohitura” 
eta pen tsamendu “diziplinek”— sorrera historiko desberdinaren 
arrastoak erakusten dituzte. Ondo dago buruan arazo horiek eduki-
tzea ame tsezko diziplina zeharkakotasunaren inguruan eztabaida-
tzen denean, eta batez ere, diziplina modernoak nola sortu diren 
konta tzerakoan, joera dagoelako ezagu tza bereizi aurretik sustrai 
komun bat zegoela pen tsa tzeko: garai batean arteak bat zirela, 
eta “arte liberalen” eta humanitateen eskutik zihoazela, eta natur 
zien tzien azterketa ezin zela horietatik guztietatik bereizi eta abar. 
Zalan tzarik gabe, puztu eta amestu egiten da “bakartasun” hori. 
Munduaren ikuspegi erlijiosoaren mende zegoen, halere, horretatik 
eta horren kontra agertu bai tzen lehen aldiz pen tsamendu kritikoa. 
Kontu handiz imajinatu behar dugu diziplina zeharkakotasuna. 
Izan ere, diziplinartasun ezaren inguruko fantasiak pen tsamendu 
kritikoa desegitea dakar, eta diziplina zeharkakotasunaren handi-
nahiak, berriz, gorde ez egin behar du, horren mende baitago haren 
existen tzia. 
IV
“Kritikaren” inguruko hainbat parte-har tze garran tzi tsutan jarri 
nahiko nuke arreta berriz ere; hain zuzen ere, nolabait ezker 
berriarekin lotutakoetan, parte-har tzaile, susta tzaile edo haren 
JGNDWTWGPQKPQTFGMQIKUC
DCV\WGMJCKPDCVHWPV\KQDGVGNKV\CMGVG
DCVGTC'TTGUWOC$CVWMQMWNVWTKMCUMGVGPGTCMGVCTGPQTFG\MCTK
ICTTCPV\KVUWGPGVCMQDCV4C[OQPF9KNNKCOU NKVGTCVWT VGQTKMQC
garran tzi tsua izan zen diziplina zeharkakotasuna sor tzeko; baina 
horrekin batera, ezinbesteko fun tzioa izan zuen ezker zaharretik 
ezker berrirako tran tsizioan. Hark “Kritika hi tza hi tz zaila bihur-
tu da” zioen119KNNKCOUG\\GPMTKVKMCTGPpFGƂPK\KQCqDKNCV\GP
CTKJKV\CTGPUWUVTCKGVCTCLQVC
GVKOQNQIKCTGP\GPV\WHQTOCNGCP
*QTTGPQTFG\JKV\ICMQGVCMQ
keyword) baten moduan har tzen du 
“kritika”: premisa ideologikoak eraiki tzeko prozesuen ikerketa da, 
gizarteak eran tzun eta gure lexikoan sartutakoa. “Kritika” hi tzaren 
10. “Bitartekari” izateak ez du esan nahi “ezaba-
tzea” edo “gaindi tzea”.
4C[OQPF9KNNKCOUp%TKVKEKUOqKPKeywords: 
A Vocabulary of Culture and Society, Londres: Fon-
tana, 1976, 74. or.
9KNNKCOUp+PVTQFWEVKQPqKeywords, 10. or.
9KNNKCOUp%TKVKEKUOqKeywords, 75. or.
14. Ibid., 76. or.
15. Ibid., 75. or.
16. Ibid., 76. or.
17. Ibid., 76. or.
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moralari buruzko eskuliburuak”18. Alboko beste diskur tso ba tzuen 
artean dagoen praktika baten moduan ulertu behar da kritika19. 
$GUVGICK\GJCV\CIQDCVC\RKOCTTCVWPCJKFW'CINGVQPGMQTFGC
Hark dio kritika hainbat eremu ideologikoren “koiuntura jakin 
batetik” sor tzen dela. Ohi ez bezala, estetikak fun tzio garran tzi-
tsua hartu zuen koiuntura horretan, eta “‘aurre-aurrean’ kokatu 
zen, gizarte mul tzo horren gogoetagai zirenen eramaile pribilegia-
tu gisa”20*QTTGMKP'CINGVQPGPCUOQCG\FCpGUVGVKMCKFGQNQIKCTGP
GTGOWPCIWUKDKJWTV\GPFGNCqCFKGTC\VGCLCTTGTCJQTK
DGUVGVGTOK-
PQDCVWGVCPRNCPVGCVWVCQTCKPVUWCIQMQGUVGVKMCVGQTKCPCIGTVWVCMQ
beste argudio ba tzuetan ikus badezakegu ere. Horren ordez, este-
tikak beste diskur tsoekin “itunak” era tzeko gaitasuna duela dio, 
hala nola diskur tso politikoarekin, etikoarekin edo erlijiosoarekin. 
'NMCTV\GMQICKVCUWPJQTTKGUMGTDGTGDWTWC\DCKPQICW\CIGJKCIQ\
hi tz egiteko aukera du estetikak, eta, hori eginda, beste diskur-
tso horien laburpen zeha tza bihur tzen da. Fun tzio horren era-
ginkortasun berezia estetikaren ezaugarri berezietan dago, ordea: 
berehalako zen tzumenak, afektibotasuna eta beste erakar tzeko 
edo horiekin jolasteko gaitasunean21. Horren ondorioz, hainbat 
diskur tsoren arteko bitartekari tza-gune bihurtu zen kritika, gizar-
te kezken ”eramaile” pribilegiatu horren egoi tza nagusi eta horien 
gidari efektibo gisa. Hortaz, diskur tso-kon tzentrazio horrek gizarte 
jarduera jakin ba tzuen mugetatik urrunago joateko modua ematen 
zion kritikari, osotasun sozialera iristeko. Kritikaren fun tzioaren 
gizarte-posizionamenduaren ikuspegi hori har tzen badugu, arazo 
JQPGPDGUVGOCKNCDCVGMQtGUVWCIQCGVCDGTGK\ICTTKCIQCŨICTCRGP
OQFWCPWNGTFCKVGMGpFK\KRNKPCTVCUWPCTGPq
GVCJQTKICKPFKV\GCTGP
arazoa.
9KNNKCOUGPFGUMTKDCRGPCMHQTOWNC\KQCQUQ\GJCV\CFGNCQPCT-
tu beharra dago, baina pen tsa liteke kritika kultura-tresnak har-
tzearen gaineko inposizio soziala dela dioela, eta berak inposizio 
JQTKG\CDCVWPCJKMQNWMG'\FWVWUVG9KNNKCOUJQTTGPOQFWUKP-
plean interpreta daitekeenik, baina begi bistakoa da bere argu-
FKQCTGMKP'CINGVQPGMG\FWGNCKPVGTRTGVC\KQJQTTGVCTCMQCWMGTC-
rik ematen. Izan ere, estetikaren ezaugarriak kritika modernoaren 
gizarte-rolean inbrika tzen direla azal tzen du. Hortaz, “artea” eta 
“kritika” bereizita ikusiko ditugu, estetika-lan zabalago baten 
DCTTWCPFCWFGNCCKVQTV\GPG\DCFWIWUQKNKM#KRCVWFKVWFCP'CING-
VQPGPGVC9KNNKCOUGPVGUVWCMJKTWTQIGKVCJCOCTTGMQJCOCTMCFC-
TGPGTFKCNFGMQCMFKTCPCJK\GVC9KNNKCOUGMDGTGUCTTGTCPFKQGP
bezala, Keywords hainbat urtetan garatutako argudioen eta iker-
MGVCTGPNCDWTRGPOQFWCPJCTVWDGJCTMQNKV\CVGMGGP'CINGVQPGP
argudioak hirurogeita hamarreko hamarkadako kultur teoria 
CPINQHQPQCTGPCDCPIQCTFKCPFCWFGGVCŨMTKVKMCTGPpCWVQPQOKC
GTNCVKDQCTGPqGVCpGDC\RGPGPq\CKNVCUWPCTGPKPFCTTCTGMKPŨQJKMQCM
FKTCICTCKJCTVCMQG\MGTDGTTKCTGPKPVGTGUVGQTKMQGVCP
GVCDCVG\
GTG.QWKU#NVJWUUGTTGPGVCP2KGTTG/CEJGTG[TGPDKVCTVG\22. Hala 
eta guztiz ere, artearen kritikaren arazoari aurre egin behar diote 
bi egileek, autonomia modernistaren asmoetara eta garai hartan 
-CPVGPƂNQUQƂCTGMKPNQV\GP\GPpKPVGTGUKMG\CTCq\W\GPFWVCMQMTK-
tika ideologikoaren unea isla tzen duen ikuspegi historikotik eta 
RQNKVKMQVKMGVCMWNVWTCNGVKM-CPVGPƂNQUQƂCTKpKFGQNQIKCGUVGVKMQCq
izena eman zi tzaion gero, eta esan behar, askok horren legatua 
arbuia tzen zutela23. 
V
2GVGT1UDQTPGTGPKFCV\KCMQUQ\GPV\W\MQCMFKTCCNFGJQTTGVCVKM
baina hurrengo urteetan muturreko filosofia kontinentalean 
eman zen hausnarketaren ondorengoak dira, hau da, estetika 
pen tsamendu politikoarekin lo tzen zuen hausnarketa berriaren 
ondorengoak241UDQTPGMƂNQUQƂCTGPGVCMWNVWTVGQTKCTGPCTVGMQ
harremana azter tzeko duen modua aztertu nahiko nuke bereziki. 
Azken horrek kultur ikasketak, artearen teoria eta kultura bisua-
NCMDKNV\GPFKVW9KNNKCOUGPICPGTCIKPPCDCTOGPC K\CPFWVGP
GTGOWCMIW\VKCMGTG(KNQUQƂCMQPVKPGPVCNCTGPGVCMWNVWTVGQTKC-
TGPCTVGCP
GVC9KNNKCOUGPGVC'CINGVQPGPJKUVQTKMQMKQTKGPVCVW-
VCMQKMWURGIKGPCTVGCPVCTVGJCPFKCDCFCIQGTGDCV\GPFKVWGP 
pFK\KRNKPC\GJCTMCMQVCUWPCTGPq
GFQCPVKFK\KRNKPCTGPJGNDWTWCM
azter tzea da Osborneren helburua. Are gehiago: kultur teoriak bere 
buruaz duen irudiak esan lezakeenaren kontra, Osbornek lehena-
goko etorkizun baten aho tsarekin hi tz egiten duen uniber tsaltasuna 
aldarrika tzen du kultur teoriaren “ibilbide totaliza tzailearekin” 

pK\CPIQ\GPCTGPqIGTQMQCV\GTCDGIKTCMQC25'\KPG\MQCFCJGOGP
haren argudio guztiei xehe-xehe zor zaiena aitor tzea. Argudio 
horiek liburu honetako arazo garran tzi tsu ugari jorra tzen dituz-
te, eta nire saiakeran ere halabeharrez planteatu ditut: Kanten eta 
Jenako erromantikoen artean ager tzen den “estetika” eta “arte” ter-
OKPQGPCTVGMQGNKUKQNW\GC
PCJCUMGVCJQTTGMLCTTCKFG\CPQPCTVW
FWV-CPVGMJKTWMTKVKMGPpGRCKMGVCTGPqNCPMGVCTKGIKPFCMQKTCMWT-
keta, eta bereziki hirugarren Kritikan, epaiketa “zehaztugabearen” 
eta “pen tsakorraren” arazoa26. Gehiago inplika tzeko, kontu handia-
goz aztertu eta kokatu beharko lirateke “epaiketa” eta “estetika”. 
$KCM9KNNKCOUGPGVC'CINGVQPGPKFCV\KGVCPNCPFWFKTCpVGQTKCRQNK-
VKMQMWNVWTCNqOQFWCP'UCPDGUVGTKMG\1UDQTPGWTTWPFWGIKVGP
dela bi horiek kultur erlatibismoarekin ba tzen dituen “epaiketaren” 
KPIWTWMQOGUƂFCPV\CQTQMQTJQTTGVCVKMGVC\CNCPV\CPLCTV\GPFKVW
aurreko jarrera marxista ba tzuetan agertutako Kanten irakurketak 
GTG
DGUVGCMDGUVG9KNNKCOUGPGVC'CINGVQPGPJKTWTQIGKVCJCOCTTG-
MQJCOCTMCFCMQLCTTGTCMDKNV\GP\KVW\VGPCMIK\CTVGCTGPZGFGCM
interesaren gainetik koka tzeko asmoaren kritika arda tz zutenak 

JCWFCJCTGPZGFGCMPCVWTCNK\CVWPCJK\KVW\VGP-CPVKDWTW\
ari garela, kritika transzendental immanentea den “kritikaren” 
agerpena azpimarra tzen du Osbornek: “epaiketa estetikorako gai-
tasunaren kritika, gogoeta transzendentalaren bidezkoa, ez epaiketa 
berezien kritika”27. Haren azalpenak hemen landu di tzakegunak 
baino askoz galdera gehiago plantea tzen ditu; baina Osbornek his-
torikotasunaz min tza tzeko duen moduan zentratu nahiko nuke, 
artearen historiaren eta artearen kritikaren artean egiten duen 
bereizketan, alegia.
Zeha tzago, historiarekin eta artearen kritikarekin lotutako 
behin-behineko irudimen-motez min tzo da Osborne. Kritikariek 
eta historialariek har tzen dituzten ikuspegiak bereizten ditu, edo, 
berak esaten duen bezala, “arte-kritikariaren artearen historia” 
eta “arte-historialarien artearen historia”. Iradoki tzen duenez, 
azken horrek ikuspegi historizista har tzen du, eta lehenengoa, 
berriz, garai jakin batean jokoan zer dagoen bereizten eta etorki-
zunera begira orienta tzen saia tzen da. Historialari asko harrituta 
geratuko ziren, noski, euren diziplina historizista dela en tzunda. 
XX. mendearen erditik aurrera, eta gero eta gehiago, arte moder-
noaren historia harro egon da historizismotik metodologikoki 
DGTGK\VGC\NGJGPCIQMQ
pMTKVKMGPCWTTGVKMQqCTVGCTGPJKUVQTKCTGP
ezaugarri moduan ikusten baitu. Garaiko artearen historiarekin 
 'CINGVQPGP The Ideology of the Aesthetic, 
Oxford: Blackwell, 1990 aldaketa horren sin-
toma da, argudio bikoi tza proposa tzen baitu: 
batetik, kapitalismoaren prestakun tza ideolo-
giko moduan har tzen da estetika, eta bestetik, 
nagusi den ideologiari aurre egiteko gune baten 
eskain tza gisa.
25. Osborne, Philosophy in Cultural Theory, Lon-
FTGU4QWVNGFIG
JGOGPFKMCWTTGTCPCT
Ikus lehenengo atala, 1-19 orr., eta, bereziki, 
QT&KQGPG\
QTMWNVWTKMCUMGVGMGVC
(TCPMHWTVGMQ'UMQNCMQ-TKVKMC6GQTKCMGURG\KC-
lismo bat osa tzen dute “diziplinaz gaindiko 
orokortasun” batean. Horren izaera historiko 
eta espekulatiboa ain tzat hartuta, diziplinaren 
MQPVTCMQJCKPDCVƂNQUQƂCTGMKPCNFGTCV\GPFW
pFK\KRNKPCTGPMQPVTCMQGURG\KCNKUOQqJQTK
JCW
FCƂNQUQƂCMQPVKPGPVCNCTGMKPKMWUQT
26. Ibid., 30. or.
27. Osborne, “Art Beyond Aesthetics”, 658. or.; 
GFIC\Vp'NCTVGO½UCNN½FGNCGUVÅVKECqKPEl arte 
O½UCNN½FGNCGUVÅVKEC'PUC[QUƂNQUÏƂEQUUQDTGCTVG
contemporáneo;CK\C*GTP½PFG\8GN½\SWG\GM
i tzulitakoa, Mur tzia: Cendeac, 2010, 40. or. Kri-
tikaren kon tzeptu hori desberdina da Kanten 
kritikaren zen tzuarekin alderatuta —lehen iku- 
UKVCMQCtJQTK FQMVTKPC 
\KGPV\KC GFQ GPRK-
rismo moduan uler tzen baita. 
'CINGVQPCriticism and Ideology: A Study in Mar-
xist Literary Theory.QPFTGU8GTUQ
 
QT+MWUJCNCDGT6GTT['CINGVQPThe Function 
of Criticism: From The Spectator to Post-Structura-
lism, Londres: Verso, 1984.
'CINGVQPCriticism and Ideology, 17. or.
'CINGVQPQT
'CINGVQPQTT7TVGDCV\WMIGTQCIQGTG
GTCDKNK\WGP'CINGVQPGMCTIWFKQJQTKpGUVGVKMCTGP 
MCVGIQTKCM'WTQRCOQFGTPQCPICTTCPV\KCFW
arteaz hi tz egiterakoan klase ertainaren nagu-
sitasun politikoa lor tzeko borrokaren mui-
nean dauden gaiez ere hi tz egiten duelako”. 
+MWU6GTT['CINGVQPThe Ideology of the Aesthetic, 
Oxford: Blackwell, 1990, 3. or.
22. “Literatur estrukturalismoaren” adar berezi, 
JKUVQTKMQGVCRQNKVKMQIKUCJCTV\GPFW9KNNKCO-
UGM'CINGVQPGPCriticism and Ideology artikulua. 
+MWU9KNNKCOUp6JG%TKUKUKP'PINKUJ5VWFKGUq
Writing in Society, 207. or. Artikulu horretan ber-
VCP9KNNKCOUGMFKQpMWNVWTOCVGTKCNKUOQCTGPq
DGTGDGTVUKQCGMQCFGNC
QT9KNNKCO-
UGPWUVG\OWVWTTGMQUGOKQVKMCJKUVQTKMQC
JKU-
VQTKCTGPNGMWCNFCV\GGUVTWMVWTCNKUVCTGPQTFG\
berak kultur materialismoa uler tzeko duen 
moduaren an tzekoa izan liteke; biek diziplina-
ren paradigmaren beraren gogoeta kritikoa egi-
VGPFWVG
G\CIWV\CQDLGMVWCMFGƂPKVWVCIGTCVW
DGJCTTGCPQT9KNNKCOUGMFKQ#NVJWUUG-
rren ereduak teoriaren bidez soilik azter dai-
tekeen objektu bihur tzeraino orokor tzen duela 
pKFGQNQIKCq
QTTCriticism and Ideology-k 
9KNNKCOUKDWTW\MQCVCNPCJKMQ\CDCNDCV\WGP
'CINGVQPGPKTKV\K\9KNNKCOUIGJKGIKJWTDKNV\GP
da populismora, ia batere zehaztasunik ez duten 
MCVGIQTKGMKP 
pUGPVKOGPFWCTGP GIKVWTGMKPq 
CFKDKFG\GVC/CTZKUOQCTGMKMQJCTTGOCPCTGMKP

)TCOUEKTGPpPCIWUKVCUWPCTGPqCNFCMGVCTGMKP
CFKDKFG\JKTWTQIGKVCJCOCTTGMQJCOCTMCFCP
zituzten desberdintasunak honela laburbil 
litezke: batek nahiago zuen Althusser, eta bes-
VGCM.WMCEU+MWU'CINGVQPCriticism and Ideology, 
QTTGVC9KNNKCOUGPUCKCMGTCMProblems in 
Materialism and Culture: Selected Essays, Londres: 
8GTUQGVC0GY.GHV$QQMU
23. Clement Greenberg-ek modernismoaren eta 
Kanten arteko lotura esplizituki ezarri zuen. 
+MWU%NGOGPV)TGGPDGTIp/QFGTPKUV2CKPVKPIq

The Collected Essays and Criticism, 4. libk., 
GF,QJP1o$TKCP%JKECIQ7PKXGTUKV[QH%JK-
ECIQ2TGUUQTT#TVGCTGPJKUVQTKCTK
buruzko Kurt Forster-en saiakera eragileak, 
1972. urtekoak, argi azal tzen du estetikak sor-
V\GP\KVWGP\CNCPV\CMFGUOKVKƂMCVWDGJCTTGMQ
kategoria burges tzat jo tzen bai tzen. Kurt Forster, 
“Critical History of Art, or Transfiguration 
of Values”, New Literary History, 3. libk., 1972, 
QTT+MWUJCNCDGT1-9GTEMOGKUVGT
“Marx on Ideology and Art”, New Literary His-
tory, 4. libk., 1973, 501-519 orr. Ikus, baita ere, 
2CWN&G/CPAesthetic Ideology, Minneapolis: 
7PKXGTUKV[QH/KPPGUQVC2TGUUGIKNGCJKN
ondoren argitaratutako antologia horrek arazo 
hori arda tz badu ere, De Manen lehenagoko 
ida tzietan ere “ideologia estetikoaren” dekons-
trukzio kritikoa ikus daiteke. 
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FKRNQOCVKMQK\CPPCJKFWGPCTTGP
C\MGPDCVGCP#TVGJKUVQTKCNC-
TKGP'NMCTVGCTGP=Association of Art Historians] aldizkarian argitara-
VW\WVGPJCTGPUCKCMGTCGUCPPCJKFWGPCG\FCCTVGJKUVQTKCNCTK
ba tzuk historizistak direla eta beste ba tzuek ez, baizik eta artea-
ren historiari ematen zaion arreta —“arte-historialariaren artea-
ren historia”— historizismoaren denbora-parametroetan dagoela, 
oraindik. Osborne “historizismoaz” min tzo denean, berrogeita 
JCOCTTGMQJCOCTMCFCTGPGTFKCNFGTC'*%CTTGMCWTTGGIKPFCMQ
historizismoaz ari da: Rankerekin edo Micheletekin lo tzen den 
XIX. mendeko historizismoaz, horren ustezko objektibotasuna-
rekin eta bere politika subjektibo propioekiko i tsumenarekin28. 
Garapen progresiboa duen narratiba kronologiko baten moduan 
ere aurkezten du historizismoa, garai batean Rosalind Kraussek 
artearen historiaren “ txu- txu trenarekin” irudikatu zuenaren gisa. 
Clement Greenberg arte-kritikariaren lana zen Kraussek buruan 
zuen metodo historizistaren adibidea, beste edozein adibideren 
gainetik. Osborne Greenbergen ikuspegiaren aldekoa ez bada ere, 
haren arte-kritikaren kon tzeptuak Greenberg ere har tzen du, 
eta, Osborneren arabera, bere kritika ereduaren adibide positi-
boa eskain tzen dute Greenbergen lehenengo ida tziek. Art Beyond 
Aesthetics saiakeran, Harold Rosenbergen zentra tzen da gehiago, 
eta Osborneren gogoetak haren “gaur egungo arte-kritika artearen 
historia da, baina ez nahitaez arte-historialariaren arte-historia” 
ohar laburra du abiapuntu. Greenbergi kasu handiagoa egiten zaio 
“Time and Art Work” atalean, Osbornek Greenbergen lanetan hau-
VGOCPFCKVG\MGGPOQFCNKVCVGGP
pMTKVKMCTKqpRGPVUCNCTKGUVGVKMQq
GVCpJKUVQTKCNCTKqCTVGMQVGPVUKQCMOCTTC\VGPDCKVKVW29. Ondo baino 
hobeto daki Osbornek, noski, historiaren eta kritikaren bereizketa 
ez dela han argia hirurogeiko hamarkadaz geroztik. Badaki, hala-
ber, idazmenaren eta jarduera artistikoaren arteko mugak ezabatu 
egin direla30. Hala ere, haren asmoa ez da artearen barruko muga 
instituzionalak berriz marraztea —eta berriz eremuen arteko 
liskarrak piztea. Horren ordez, “kritikari” edo “historialari” fun-
tzioak muga-kasu gisa uler daitezke denborarekin erlaziona tzeko 
dugun moduarekin zerikusia duen argudio baten barruan. Histo-
riarekin eta kritikarekin lo tzen diren pen tsamenduaren denbo-
razko orientazioen ingurukoa da arazo nagusia, eta Osborneren 
ardura nagusia da azken horren “historizitate modua” gara tzea31. 
Zehazki, plantea tzen den arazoa unean uneko historizitatea pen tsa-
tzeko modua da, unean unekoa historikoki harrapa tzeko modua, 
CNGIKC
pICTCKMKFGqJWVUIKUCRGPVUCVWDGJCTTGCPJQVUMCVGMTQPQ-
NQIKMQDCVGPC\MGPOCKNCDCNKV\DG\CNCUQKNKM32. Ikuspegi horretan, 
bai “historizismoa” eta baita garaikoaren feti txea ere historizita-
tearen ihesbideak dira —kon tzienteki edo inkon tzienteki. Ai tzitik, 
JKUVQTK\KUOQCMIGTQVCUWPCG\CDCV\GPDCFW
GVCG\JKUVQTK\CICTTKGVC
G\KTCICPMQTDKJWTV\GPDCFC33, Adornori jarraituz, berria denaren 
feti txea har tzen du Osbornek, baita horren egitura ahulenetan ere, 
historizitatearen alderdiak adierazten dituen zerbaiten moduan. 
Dena dela, garaikidetasunaren egitura sendoenak aurreratu nahi 
ditu Osbornek, eta, horietan, nolabait esateko, “berria dena” ikus-
pegi historikora eta testuinguruaren berezitasunera makur tzen 
da, premia deklaratiboaren eta deiktikoaren eta “orainaren” asmo 
politikoaren ondorioz. 
Greenbergi buruzko bere argudioa “Time and Art Work” lanean 
dago, eta, beraz, lagungarri izango zaizkigu hainbat adibide. Dena 
dela, nire asmoa hemen ez da Greenbergi buruzko eztabaidak zabal-
tzea, ezta arte-kritikaren egoerari buruzkoak ere, baizik Osbornek 
Osborneren ustez, “kritikariarekin” lotutako denbora-modu 
JQTKZGDGTCDC\VGTVW\GPIGTQCIQMQ)TGGPDGTIGPGURG\KƂMQVCUWP
narratibaren alde, gero eta zurrunagoa eta aurrerakoiagoa zena 

JCTGPpJKUVQTKCNCTKGPCTVGJKUVQTKCq/QFGTPKVCVGMQPV\GRVWCTGP
gogoetarekin lo tzen du hori Osbornek, eta ten tsioa aurki tzen du 
horren barruan —“denboraren bikoizketa paradoxikoa”—, dimen-
VUKQpPCTTCVKDQGPq
ICW\CDKJWTVWVCMQMTQPQNQIKCJKUVQTK\KUVCGVC
pFKUMWTVUKDQGPq
GFQQTCKPCNFKRGTHQTOCVKDQCCTVGCP-TKVKMCTKCTGP
ikuspegia azken horrekin lotuta dago, eta produktibo, iteratibo eta 
RQNKVKMQFGNCGUCVGPFC'OCPFCMQFGPDQTC\MQVCUWPPCTTCVKDQCM
eteten ditu, eta “enun tziazio eta aipamen historikoetan” nahas-
ten da. Horrez gain, honela uler daiteke: “historikoki nork bere 
DWTWCFGƂPKV\GC\GPV\WCFWGPQTCKPCNFKDCVGTCKMKV\GCPMTQPQ-
NQIKCTGPQTFGPCICKPFKV\GPFWGPDGTGK\MGVCTGPKFGPVKƂMC\KQCTGP
eta proiekzioaren bidez”35. Kritikariaren arte-historia “epaiketa 
historikorako eremuaren bidezko lanaren eraketa sozial iteratibo” 
gisa aurkezten da, “artea osa tzen duten kritika-jarduera guztietan 
bezala”36. “Art Beyond Aesthetics” saiakeran, Osbornek “totalizazio 
historikoaren denborazko logikaren etorkizuneko dimen tsio per-
formatibo” gisa deskriba tzen du hori37. Fun tsean, esaten duena da 
bereizi egiten direla norberaren jomuga izan behar duen historia, 
DCVGVKM
KTCICPGMQMCPRQQDLGMVWGVCTCLQV\GCpC\VGTMGVCC\VGTMGVC
ZGFGqOQFWCPGVCDGUVGVKMJKUVQTKCRTQ\GUWIKUCGVC\GJCV\CIQ
subjektuek beren burua parte-har tzaile tzat duten prozesu gisa.
VI
Osbornek “artearen kritika” eta “artearen historia” bereizten badi-
tu ere, bereizketa horren muina zabal tzea proposatuko nuke nik, 
eta kritikaren beraren barruko bereizketa gisa har tzea. Hortaz, 
beharrezkoa li tzateke bereiztea kritikaren kanpo-kon tzepzioaren 
eta bere burua uler tzeko, historian jokoan egon daitekeen kon-
VWCPJCTV\GPFWGPMTKVKMCTGPCTVGCP'UCPNKVGMGNGJGPGPIQJQTK
dela gaur egun aurki tzen dugun kritika —baita ezkerrean ere. 
“-ren kanpoko kritika” da gaur egungo lanbide-jarduerarekin lo tzen 
FGPMTKVKMCVKMJWTDKNGPFCIQGPGTGFWCGVC9KNNKCOUGPIQIQGVCP
jada ikusi dugun testuinguruaren abstrakzioak eta kon tsumi tzaile 
erlazioak konparti tzen ditu38. Kritika-jarduera uler tzeko bigarren 
modu horren arabera, kritika prozesu baten zatia da, orainal-
FKCTGPJKUVQTK\KVCVGCTKGTCPV\WPDGJCTDCKVKQ
JCWFCJGOGPGVC
QTCKPLQMCVWDGJCTFWGVQTMK\WPC-TKVKMCRTCZKOQFWCPWNGTV\GC
Osbornez haraindi joatea da, nahiz eta hori inplizituki ager tzen 
den haren testuan. Kritika enun tziatiboa, iteratiboa eta produkti-
boa dela aitor tzea baino zerbait gehiago egin behar da, ezaugarri 
horiek kritika prozesualarenak eta praxialarenak izan arren, noski. 
Adibidez, “produktiboren” sor tze-ideia orokorrago batetik sozial-
ki eraiki tzailea den egitura sendoago batera jo beharko genuke. 
Argudioa horrela heda tzea ez da fun tsik gabea, ordea. Izan ere, 
horren an tzeko eredu bat agertu zen, jada, Max Horkheimerrek 
denborazkotasuna edo historizitatearen modu berezia nola azal tzen 
duen adieraztea. Hauxe ida tzi zuen Greenbergen 30eko hamarka-
dako amaierako eta berroigeiko hamarkadako ida tziei buruz:
'*%CTTWhat is History?.QPFTGU2GPIWKP
1990. Cf. Osborne, PCT, 78. or.
29. Osborne, PCT, 83. or. Labur izateko asmoz, ez 
dut jorratuko bigarren hori.
30. Osborne, “Art Beyond Aesthetics”, 651-653 orr. 
31. Osborne, PCT, 82. or.
32. Osborne, “Art Beyond Aesthetics”, 651. or.
33. Osborne, PCT, 83. or.
34. Ibid.QTIC\VGFp'NVKGORQ[NCQDTC
de arte”, in El arte más allá de la estética, 231-242 
orr., 238 or.
35. Ibid., 82. or., gazt. ed., 238. or.; eta bere burua 
aipatuz The Politics of Time: Modernity and Avant-
Garde liburuan, Londres: Verso, 1995, 14. or., 
“Modernity: A Different Time” atalean.
36. Ibid., 84. or., gazt ed., 241 or.
37. Osborne, “Art Beyond Aesthetics”, 656. or. 
Horrekin batera dio hori ezin dela “epaiketaren 
MTKVKMCLCTFWGTCVKMqDGTGK\K
NGVTCGV\CPCM1UDQT-
PGMLCTTKVCMQCMFKTC+\CPGTGpMWCNKVCVKDQMK
historikoa den denborazkotasuna” du, “histori-
zismoaren denborazkotasun kronologikoaren” 
ordez, 656 or.
38. Azalpen xehea eskain tzeko, “epaiketaren” 
K\CGTCPUCMQPFWDGJCTMQIGPWMG9KNNKCOUGM
jada epaiketa plantea tzen baitu.
“…artearen historiari jarraitu eta XIX. mendeko historizismoaren 
denbora-kon tzien tzia hartu beharrean, modernismoaz auto-kritika 
gisa zuen ideiak denbora historikoaren kon tzepzio benetan “estuare-
kin” fun tziona tzen zuen, enun tziazio-ekin tzaren orainaldi historikoan 
zentratuta… eta iraganeko gertaerak arbuiatuta…”34
68 69
eta Herbert Marcusek 1937. urtean Gizarte Ikerketarako Institutua-
TGP
(TCPMHWTVGMQ'UMQNCpZei tschrift für Sozialforschung” aldizkari-
rako bi artikulutan planteatu zuten kritikaren teoriaren sorrera-
adierazpenetan39. 
'\VCDCKFCJQTKGMpMTKVKMCTGPq\GPV\WTKMOWICVWGPGPKMGTMGVGVC-
tik alden tzen ziren, artearen edo literaturaren kritikari dagokiona. 

7UVGFWV1UDQTPGTGPNCPCMG\VCDCKFC\CDCNCIQJQTTGPJCKPDCVJGN-
buru har tzen dituela berriz, “artearen kritikara” jo tzen duenean 
bereziki, nahiz eta ez Horkheimer ezta Marcuse ere aipa tzen ez 
FKVWGP40(KNQUQƂCTKDWTW\MQIQIQGVCRQNKVKMQCMQUCV\GPFWJQTTGP
eremua. Dena dela, Ilustrazioko eraldaketa historikoak eta XVIII. 
OGPFGC Ũ9KNNKCOUGM 'CINGVQPGM GVC1UDQTPGM CTTGVC DGTG\KC
GUMCKPK\KGVGPŨICTTCPV\KVUWCMFKTCQTCKPFKMG\VCDCKFCJQTKGVC-
TCMQ
*QTMJGKOGTTGPCTCDGTCGTCNFCMGVCJQTKGMFQIOCVKUOQCTGP
erronkekin eta “subjektu kon tzientearen” gorakadarekin zuten 
\GTKMWUKC$CK*QTMJGKOGTTGPV\CVGVCDCKVC/CTEWUGTGPV\CVGTG
kritikaren teoriak gizartea materialki eralda tzen eta giza zoriona 
lor tzen lagun tzen zuen. Askotan aipatu bezala, Horkheimerren 
saiakerako “kritika-teoria” izenak “marxismo” adierazteko ere balio 
FW
++GVC++++PVGTPC\KQPCNGPMTKVKMCFCUCKCMGTCJQTKGVC+PUVKVW-
VWC%QNWODKCMQ7PKDGTVUKVCVGTCNGMWCNFCV\GCPFWVGUVWKPIWTWC 
Marcuse esplizituagoa da kritikaren teoria materialismo histo-
rikoarekin lo tzeko orduan. Kritikaren teoria —edo Marcusek “bene-
tako materialismo” dei tzen duena— jarduera burgesaren materialis-
mo “fal tsuaren” ezberdina da. Hala ere, Institutuaren gorabeherak 
DKUCKCMGTGPC\RKCPFCIQGPCIGTKMQVGUVWCKUNCV\GPFWVG0WGXC;QT-
MGMQ7PKDGTVUKVCVGCPQPIKGVQTTKCGIKP\KQVGPCTTGP+RCT#OGTKMCMQ
IK\CTVGVGQTKC(TCPMHWTVGMQ'UMQNCMQMKFGCUMQMLCTTCKV\GP\WVGP
ƂNQUQƂCGURGMWNCVKDQCTGPMQPVTC\GIQGPQTQMQTTGCP
Horkheimerrek “kritikaren teoria” “teoria tradizionalarekin” 
CNFGTCVW\WGPJCWFCIK\CTVGCMDGTTGUVGPFWGPƂNQUQƂCJQTTGMKP
Deskripzio tradizionalek serieetan eta gertakarietan jar tzen dute 
indarra, eta pen tsamendu kritikoak, berriz, indarren eta kontra-
indarren dialektikan jar tzen du arreta. Marcusen iri tziz, kritikaren 
VGQTKCG\FCJQTTGPDGUVGƂNQUQƂCTGPCTDWKQCDCK\KMGVCCDUVTCM\KQ
ƂNQUQƂMQCTGPGIKCDCDGUVGMQIQIQCNGJGPGPKMGVCDGJKPGVCQPFQ-
TGPDGTGGFWMKCpICKPFKV\GPqFWGP
GZKUVKV\GPFGPG\JCTCKPFKFQCP
ƂNQUQƂCCNFCTTKMCV\GMQIQIQC41. Marcusen ustez, “gizakia berez den 
JQTTGVCVKMJCTCPV\FCWFGPIK\CICKVCUWPGVCTCqDGIKTCFCIQƂNQUQƂC
baina trabaz betetako lantegia da beti42&KQGPG\pƂNQUQƂCMG\KP
FKVWCTC\QCM\GJCV\CIQRNCPVGCVWGVCDGUVGGFQ\GKPKTVGPDKFGƂNQUQ-
ƂCTGPOWIGVCVKMMCPRQFCIQGNCGUCPGVCMTKVKMCTGPVGQTKCMG\KPVC-
sun horren oinarrian dauden gizarte-baldin tza zeha tzak” bila tzen 
ditu soilik43. Marcuseren arabera, esklerosi horren arrazoia izan zen 
ƂNQUQƂCMG\KP\KGNCDKCTC\QQKPCTTK\MQTKCWTTGGIKPCFKOGPG\MQ
eta eskuzko lanaren bereizketari eta iraul tzaren porrotari. Bi arazo 
horiek ezin ziren saihestu, ordea, ezikusia eginda soilik. Ai tzitik, 
DCTPGTCVWGIKP\KVWGPƂNQUQƂCMJQTTGPberezko izaera abstraktu 
IKUC
GVCQTFWCP/CTEWUGMVTQRQHTGWFKCTTCJCTVW\WGP*CUKGTCP
muga hori gaindi tzeko saiakera izan zen kritikaren teoria. Komu-
PKUOQCMDG\CNCƂNQUQƂCMNQTVWG\KPK\CP\WGPCTTC\QKCGIKMCTK
tzen saiatu zen, balizko gizarte-eraldaketaren oinarriak ezarrita, 
Marcuseren hi tzetan44.
Kritikaren teoriaren azalpen horiek harreman garbia ezar tzen 
dute denborarekin, baita subjektuaren eta objektuaren arteko 
harremanaren kon tzepzio berezia ere. Horren denborazkotasun-
terminoetan, pen tsamendu-modu horrek bere fun tzio propioa 
uler tzen saia tzen da Horkheimerrek “aldaketa etengabea” dei tzen 
duen horretan, “praktika historikoarekiko harreman kon tzienteak 
baldin tzatua” dagoena. “Kritiko” izatea etorkizunera begira egotea 
FC
G\OQFWGUVWGVCNKPGCNGCPJCTVWVCDCK\KMIK\CTVGCTGPGUMCGTC
DCNKV\DG\CNCIK\CCUMCVCUWPCTGPNQTVWPCJKCP5WDLGMVWQDLGMVW
harremana modu berezian uler tzea ere badakar. Teoria tradiziona-
lak subjektua eta objektua bereiten ditu eta elkarrengandik kanpo 
baleude bezala hartu, eta kritikaren teorian, berriz, historiaren 
eta gizarte borrokaren subjektu aktiboa da gizakia. Horkheime-
rrek deskriba tzen duen bezala, kritikaren teoria pen tsamenduaren 
eta izatearen dualismo kartesiarra hausteko ahalegina da, teoria 
GVC RTCMVKMC DCVWVC 'NMCTTGPICPFKM KPFGRGPFGPVG K\CP DGJC-
rrean, elkarren mendeko dira subjektua eta objektua, eta aktibo-
ki eragiten diote elkarri. Horren an tzeko ondorio bat atera tzen du 
/CTEWUGMƂNQUQƂCTGPGIKC\MQGFWMKCDKNCV\GTCMQCPCTIKGVCICTDK
bereizi beharko lirateke kritikaren teoria eta soziologia; ezin zen 
RNCPVGCVWMQPV\KGPV\KCƂNQUQƂMQCIK\CTVGGIKVWTGPOGPFGFCIQGNC
erakusten duten azalpen soziologikoak baino ez zirela bilatu behar45. 
Marcuse kezka tzen duena ez da horrenbeste azterketa “soziologiko” 
horien joera murriztailea, baizik eta soziologiaren gabezia nagu-
sia soziologia subjektutik eta objekturik bereiztea dela uste izatea, 
ho ts, predikatuaren “kontingen tzia” epai tze-prozesuaren “kanpo-
tasunarekin” lo tzeko modua46. 
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Desberdintasunak desberdintasun, kritikaren inguruko ber tsio 
JCWGVCP CIGTV\GP FKTGP ICKGMt9KNNKCOUGPCM 'CINGVQPGPCM
Osbornenak, Horkheimerrenak eta Marcuserenak— an tzeko argu-
dioak dituzte: kritikaren prozesu edo praxi-modu bat, epaiketa-
ren kanpo-izaera azpimarra tzen duen beste baten aldean; horie-
tako lehena historian kokatuta dago, eta historiko gisa har tzen du 
bere burua47. Horkheimerrek oso obserbazio zolia egiten du horri 
buruz. Dioenez, okerra li tzateke onar tzea teoriko tradizionalak 
bidegabekeria sozialak susta tzen edo onar tzen dituela, edo, beste-
rik gabe, ez dela horiek onar tzeko gai. Izan ere, horietako asko eta 
asko gizarte-desberdintasunen eta diskriminazioaren kontra daude. 
'\FKTCUGPVKOGPFWUWDLGMVKDQCLCTTGTCRQNKVKMQCUKPGUOGPRGT
tsonala, ezagu tza kritikoa edo gizarte-preferen tzia teoriko kritikoak 
bereizten dituztenak. Horkheimerren arabera, honako honek bereiz-
ten ditu teoriko tradizionaletatik: lehenengoek “ni espezialista” edo 
profesionala eta “ni herritarra” bereizten dituzte, hau da, jarduera 
RQNKVKMQVKMDGTGK\KVCIGTCV\GPFCG\CIWV\C0KJGTTKVCTTCTGPKFGKC 
—Lukácsek “citoyenOKNKVCPVGCTGPqKTWFKC\
PCTTCVKDQCGIKPFCMQ
aldarrikapenean ere ager tzen da— arriskuan dago azkenaldian48. 
*WOCPKUVGIKCFCGFQUWDLGMVWCTTC\KQPCNCTGMKP
GFQ\GPVTCVWCTG-
MKPNQVWGIKCFCIQGFQGUVCVWCTGMKMQGVCPC\KQCTGMKMQOGPFGMQVC-
UWPIGJKGIKFCWMC
DGTVCPGNMCTTGMKPDK\KFKTCJGTTKVCTVCUWPRTKDKNG-
IKQCMFKVW\VGPCMGVCJCNCMQTKMG\FWVGPCM#\MGPƂPGCPburgesegia 
dirudi. Burura dakarzkigu herritarren eskaerei eran tzuteko orain-
tsuagoko hainbat eskakizun, herritartasunerako eskolak hezkun-
tza-curriculumean sar tzea, edo austeritatearen kudeaketan dagoki-
gun fun tzioa bete tzeko eska tzen dizkiguten politikari neoliberalen 
erreguak. Arrazoi nahikoak dira horiek gizarte-proiektu kritiko 
eta muturreko baten tzat ideia hori baliagarri izan daitekeen 
zalan tzan jar tzeko. Hala ere, ni “publiko”, “politiko”, “mobilizatu” 
edota “partisano” moduan ere uler liteke “ni herritar” hori. 
39. Biak, ZfS, 6. libk., 2 zk., 1937. 
40. Oin-ohar batean, Helmut Dubielek eskain-
V\GPFWGP(TCPMHWTVGMQ'UMQNCMQNGJGPICTCKGP

 \CVKMCV\GC CKRCV\GP FW 1UDQTPGM
1930-37ko “diziplina arteko materialismoa” eta 
1937-40ko “kritikaren teoria” bereizten baititu. 
Dio, halaber, 1945. urterako “diziplina arteko 
ikerketaren, eraikun tza teorikoaren, aurkez-
pen dialektikoaren eta proiekzio politikoaren 
arteko dinamikak trabatuta zeudela, arrazoi-
men instrumentalaren kritikaren bul tzada 
erabakigarriaren ondorioz”, ikus Osborne, PCT, 
120. or., 12. oharra. 
/CTEWUGp2JKNQUQRJ[CPF%TKVKECN6JGQT[q
148-149 orr. 
42. Ibid., 146. or.
43. Ibid., 149-150 orr.
44. Ibid., 141. or. Cf.QTT'\FCRGP
tsatu behar Marcusen sineskera arrazionaliz-
tak arrazionalismoan i tsu-i tsuan sinestea dela. 
Marcuseren tzat, arrazoia da “gizabanako jakin 
ba tzuen jarduera gizarte-egoera zeha tz batean”, 
eta ez “gizabanakoen izaeraren fun ts absolutua 
edo muina”. Herbert Marcuse, “The Struggle 
against Liberalism in the Totalitarian View 
QHVJG5VCVGq
Negations: Essays in Critical 
Theory, Jeremy J. Shapirok i tzulitakoa, Londres: 
Free Association Books, 1988, 272. or., 25 oharra; 
ikus, halaber, 14-16 orr., Marcusek arrazionalis- 
moa aurkeztean tipo-ideala har tzen duela 
azpimarra tzen baitu, eta haren asmo nagu-
sia kontrako kon tzeptua argi tzea dela, ho ts, 
irrazionalismoa. 
/CTEWUGp2JKNQUQRJ[CPF%TKVKECN6JGQT[q
152. or.
46. Ibid., 148. or. Hemen, Marcusek erreferen-
tzia egiten dio .CGPEKENQRGFKCFGNCUEKGPEKCUƂNQ-
UÏƂECUNÏIKECobrako 166. paragrafoari, Hegelen 
epaiketaz min tzo dena. Marcusen formulazioa 
oso zuhurra da: ez dago epaiketaren beraren 
kontra, baizik eta hori objektutik bereiztearen 
eta kanpora tzearen kontra. 
47. Merezi du, halaber, Kojin Karatanik “kritika 
zeharkakotasunaren” inguruan egindako des-
kribapena gogora ekar tzea. Kritika hori Kanten 
eta Marxen azterketa da batik bat. Karataniren 
arabera, “kritikoa dena” —berriz ere gizartea-
ren eraldaketarekin lo tzen du— ez li tzateke 
kanpo-kritikarako eredu gisa ulertu behar, ez 
eta immanente tzat hartu ere, RCTCNCLGune gisa 
baizik, denbora-aldaketa eta subjektuaren eta 
objektuaren arteko prozesu-ekin tzak har tzen 
FKVWGPC
DCKGRCKMGVCTGPRTGFKMC\KQCPGVCDCK
GRCKMGVCGMKPV\CPGTG-QLKP-CTCVCPKTranscri-
tique: On Kant and Marx, Sabu Kohsok i tzulitakoa, 
Cambridge: MIT, 2003.
48. “Realism, Totality, and the Militant Citoyen: 
1T9JCV&QGU.WM½EU*CXGVQFQYKVJ%QPVGO-
porary Art?”, The Fundamental Dissonance of Exis-
tence: New Essays on the Social, Political and Aesthe-
tic Theory of Georg Lukács0GY;QTMGVC.QPFTGU 
Continuum, 2011 laneko Lukácsen citoyen mili-
tanteaz min tzatu naiz.
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Are gehiago, “ni” edo “herritar” terminoetan trabatuta geratuz gero, 
litekeena da arazo nagusia ahaztea. Kontua beste gauza bat da: sub-
jektu politikoaren gauza bihur tzeari eta horren fun tzio kontenpla-
tzailera muga tzeari aurre egitea. 
Hemen, hainbat ideia garran tzi tsu aurkituko ditugu gaur egungo 
testuingururako: baliteke gaur egungo kritikaren teoriaren alde-
koak —artearen eta kulturaren kritikaren teoriarenak barne— poli-
tika aurrerakoiarekin ideologikoki eta subjektiboki konprometi-
tzea, baina konpromiso horri kritikaren jardueratik kanpo eusten 
bazaio, hauskorra izaten jarraituko du, eta arriskua egongo da 
berriz ere teoria tradizionalean erabat eror tzeko, izena bestelakoa 
izan arren. Horrek gogorarazten digu Marxek “gauzak, errealita-
tea eta sen tsoriala dena, MQPVGPRNC\KQQDLGMVWgisa eta ez IK\CLCTFWGTC
sen tsorial gisa, ez praktika gisa, ezta modu subjektibo gisa ere har-
tzen dituzten” pen tsamolde horiei egindako erronkari heldu behar 
diogula49*QTKZG\GPƂNQUQƂCOCVGTKCNKUVCTGPNGJGPGPIQOQFWG\
egiten zuen deskribapena. Bestalde, idealismoak “alde aktiboa” 
azpimarratu zuela zioen, baina abstraktuki baino ez. Marxen 
hurrengo ordezkaria Ludwig Feuerbach izan zen, eta materialis-
moaren eta idealismoaren arteko bereizketa gainditu nahi izan 
\WGP
GTNKLKQCCPVTQRQNQIK\CVW\/CTZGPWUVG\DCKPC(GWGTDCEJGM
ez zuen lortu sen tsorialtasuna “giza jarduera sen tsorial praktiko-
tzat” har tzea edo “giza jarduera bera jarduera QDLGMVKDQ” gisa uler-
tzea. Horrez gain, ez zuen sen tsibilitatearen inguruan berak egin-
dako eskaeren pare egotea lortu, eta idealismoaren pen tsamendu 
abstraktua “kontenplazio sen tsorialaren” ondorioz baztertu zuen 
—sen tsoriala pen tsamenduan, sen tsoriala “kritiko-praktiko” gisa 
QTFG\(TCPMHWTVGMQ'UMQNCTGPMTKVKMCVGQTKCTGPRCTCFQZCJKUVQTKMQ
oinarrizkoenetako bat —Horkheimerrek eta Adornok erabili bezala 
behin tzat— hasieran kritika tzen zituzten lanketetan a tzera egitea 
K\CP\GP'FQ/CTEWUGPCTIWFKQGVCPKMWUKDG\CNCCTC\QGKtRTCZKC
lanaren zatiketa sozial tzat aurkeztea eta iraul tzaren porrota— 
DK\MCTTCGOCVGMQOQFWCTGPGOCKV\CFCCTC\QJQTKGMHQTOCƂNQUQ-
ƂMQGPDCTTWCPCDUVTCMVWMKG\CTV\GPFKTGNC
Horretaz gainera, honako hauxe izan liteke gaur egun plantea tzen 
\CKIWPICNFGTCtG\MGTDGTTKCTGPQPFQTGPIQCMCFGOKCPDCVG\GTGŨ
“ni profesionalak” zenbateraino mal tzurki onartu ditu “ni herrita-
TTCTGPqPQTVCUWPCGVCVTQRQCM
G\JQTTGICVKMGTCIKPIWVZKCIQTGMKP
DCKPCC\MGPJQTTGPpRTCZKCqGVCIK\CTVGQUQCGTCNFCV\GMQKMWURG-
gia duela aitortuta?50. Lehen ikusian, ematen du jarrera horrek ez 
dituela bi “niak” bereizi nahi, baina askoz ere zedarrituagoa egoten 
da askotan: helburu uniber tsala gauza bihurtutako ikuspegi batetik 
dator. Diziplina zeharkakotasunaren helburu politikoen eraginkor-
tasuna ezinezkoa izango da bi arazo hauei aurre egin arte: berei-
zketarenari eta sasi-batasunarenari.
49. Karl Marx, Tesis sobre Feuerbach, 1. eta 5. 
tesiak.
50. Askotan, horixe zen althusserianismo kul-
tural anglofonoak garai batean horren gustuko 
zuen “praxi teorikoaren” arazoa. 
72 73
Azken hamar urteetan ikerketa artistikoa akademiza tzeak —batik 
DCV'TTGUWOC$CVWCPGVC'WTQRCMQICKPGTCMQJGTTKGVCPtCTVKUVC
“egilearen” eta artista “pen tsa tzailearen” arteko harremana nabar-
men eralda tzea eragin du. Modernismoan eta postmodernismoaren 
zenbait alderditan, urte luzez lan intelektuala bereizita egon da, 
artistak bere adierazgarritasun ez teorikoa eta materialak zuzenean 
zen tzumenei dagokienez eralda tzeko beharra defenda tzen zuelako. 
Hori guztia alde batera u tzita, gaur egun, artistak teorian lan egite-
ra bul tza tzen dituzte, teoria arte ekoizpenaren parte esplizitu tzat 
har tzera. Jakina, entitate hori, ho ts, “teoria”, oso gauza zabala eta 
zehaztugabea da, eta hainbat diziplinatatik hartu diren eta testuin-
guru zeha tz baterako fun tziona tzen duenarekin pragmatikoki bat 
egiten duten metodologia eta kon tzeptu mul tzo ani tz bat osa tzen 
du. Hala ere, akademian artisten lanak eta nortasunak izandako 
aldaketa horrek oraindik ere kontra egiten dio artistek gauzak 
“egin” eta, gero, teorikoek eta kritikariek gauza horiek azaldu eta 
horien gainean hausnar tzeko behar horri. Ildo horretatik, milur-
teko berriko artista gai izan da arte Kon tzeptualaren lau axiomak 
eta eskaera klasikoak hainbat zen tzutan gara tzeko.
1. Lanaren banaketa intelektualaren kritika Bildung iraul tzaile 
DCVGPCFKDKFGIKUC
CWVQKMCUMWPV\CMTKVKMQCTGPMQOWPKVCVGCM
2. Artearen berehalakotasunaren, artearen nortasunaren eta artis-
tikotasunaren ideologien kritikari idazten dion artistak egindako 
ekarpenaren garran tzia.
3. Bistara tze piktorikoaren amaiera balio eta esanahi artistikoaren 
QPFQTKQIKUC
pKTWFKTKMICDGMQGIKCq
'TTGRTQFWM\KQVGMPQNQIKGVCPQKPCTTKVWVCMQG\CIWV\CGVCICKVCUWP
berriez balia tzea.
Alde batetik, lau axioma horiek abangoardia historikoari so egiten 
zioten; baina, beste alde batetik, ez zuten uste legatu hori hu tsetik 
berreraiki zitekeenik, abangoardiaren sorrera historikorako baldin-
tzarik dagoeneko ez zegoelako eta ezin zitekeelako arte historiala-
TKGPGVCMTKVKMCTKQƂ\KCNGPGUMWWV\KCDCPIQCTFKCG\CIWVCTC\VGCTGP
eta interpreta tzearen lana. Laburbilduz, ida tzi nahi zuten artisten 
eskaera intelektualak berpizteko, aurrena iragan eskuraezina eta 
lausoa induskatu eta berreraiki behar zen. Hori dela eta, hiruro-
geigarren hamarkadaren amaieran eta hirurogeita hamargarren 
hasieran, artistak historialari eta bere artelanen kritikari bilakatu 
behar izan zuen, modernismoaren aporiak eta artista pen tsalari tzat 
JCTV\GCTGPMQPVTCMQLCTTGTCMICKPFKV\GMQ2TQ\GUWJQTTGMDKGOCK
tza izan zituen: artistak autoikaskun tzarako komunitateetan eta 
RTGUVCMWPV\CCTVKUVKMQTCMQGVCUQ\KCNGTCMQUCTGDGTTKGVCP
Bildung
sartu ziren, eta, aldi berean, autodidaktismo teorikorako programa 
zabala ezarri zen, akademiatik baino lan eskoletatik eta langileen 
irakurketa taldeetatik atera zena. Zeresanik ez, erraza li tzateke eral-
daketa horien eragin politikoak eta pedagogikoak neurriz kanpo 
baliozta tzea; baina, hala ere, artistek erronka komuna zeukaten: 
lan teoriko eta historiko hori per tsonalki buru tzea, bestela ez zuen 
beste inork egingo. Beraz, horri dagokionez, pen tsa liteke artista-
pen tsa tzaile-gisa berregitura tzea arte aurreratua modernismoaren 
kontrako eran tzuna piztu zeneko garaian behar ez bezala teoriza-
tzearen eragina dela eta praktika artistikoaren historia operatiboen 
abangoardia desager tzearen pathos delakoa.
Dena dela, gaur egun —haustura hori gertatu zenetik hogeita 
hamabost urte soilik igaro direnean—, artista eremu postkon-
tzeptualean jardunean ari da, eta, bertan, teoria hausnarketarako 
¸4EG84E8AG8BE<4E8A
8E8@H8M8M4:HA4¹-
5<?7HA:HA<58EGF<G4G84
8G44EG<FG458EE<4>
John Rober ts
Arteko eta estetikako katedradu-
PCFC9QNXGTJCORVQP7PKDGT
tsitatean. Rober tsen argitalpe-
nen artean hauek nabarmen tzen 
dira: Postmodernism, Politics and Art 
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horien erabilera balioak errotik ezaba tzen ez dituen modu berean. 
Irudi-bihurtutako-kapitalaren gezur pos tsituazionista baino ez da. 
Hortaz, aka tsa li tzateke onar tzea “artearen teoriaren eremu ezeza-
guna” ekoizpen intelektual berrietatik eratorritako diziplina arteko-
tasun nahasi edo ez oso pragmatiko baten emai tza dela. Zalan tzarik 
gabe, diziplina artekotasun horrek praktika eta teoria kaltegabeeta-
ra eta hobegarrietara eraman gai tzake erraz, eta artistaren egoera 
RQUVCTVGUCPCNCGIQMKV\GMQCNKDKOWNV\QCGMCTNG\CMG 
GUCVGTCMQ
CTVKUVCGMKPV\CKNGKDKNVCTKV\CVFGƂPKFG\CMG5GMVQTGJQPGVCPNCP
egiten dugunok hori egunero ikusi eta nabari tzen dugu, batik bat 
uniber tsitate-sistema arteei eta giza zien tziei —dimen tsio eta pen-
tsamolde antipositibistaren babesleku direla uste delako— eraso 
egiteko presta tzen den bakoi tzean. Baina oraindik ere, eta kon-
traesan sozialez, ergelkeriaz eta bortizkeria neoliberalaz betetako 
garaian gauden arren, uniber tsitatean, artistek —pen tsa tzaile diren 
heinean— artearen muga sozialak gaindi di tzakete. Ikasketen eta 
“artearen munduaren” formaltasun ezak ez dute sistematikoki 
gauza bera lor tzen, ez baitira Bildung bat sor tzeko eskola baldin-
tzak ezar tzeko gai, batez ere nazioarteko biurtekoetan aurki tzen 
dugun arte garaikide instituzionalizatuaren aniztasun intelektua-
lak “kudeatutako aniztasuna” sor tzen duelako.
Beraz, artistak sozialki sakabana tzen eta desegiten ari diren 
garai honetan, artea-ikerketaran tz eredu horrek adi tzera ematen 
du artisten tzako doktorego programak artea eta artista goitik behe-
ra birnegozia tzeko testuinguru klasikoaren eredua direla, artistari 
beraren interesak “ikerketaren aldeko atmosfera” batean gara tzeko 
aukera ematen dioten leku bat, hain zuzen ere. Baina hori baino 
askoz gehiago da. Artearen alegiazko “akademizazio” hori praktika 
artistiko aurreratuaren arazoen eta testuinguruen barruan entre-
namendu kritikorako modu berriak sor tzeko aukera da. Alegia, 
artisten tzako programak heda tzen ez badira, uniber tsitatearen 
eta praktika eta teoria artistikoaren arteko harreman fun tzionala 
ahulagoa li tzateke, politikoki zein teorikoki. Izan ere, doktorego 
programarik handizaleenek rol pedagogiko esplizitua dute: etorki-
zuneko borroka artistikoen eta kulturalen norabidea egituratuko 
duten ai tzindari taldeak eraiki tzea. Hori dela eta, barnean errotuta 
duten autonomia artistikoaren zen tzu zaharrago baten defen tsan, 
artistek doktoregoak izatearen ideia baztertuko balute —doktorego 
horiek teorian ala praktikan oinarritu—, arteak instrumentaliza-
zioaren aurka egiten duen erresisten tzia eta teoriaren aurka egiten 
duena nahasten duten horien jokoan eroriko li tzateke. 
eguneroko materiala eta osagaia da, baita eragile eta adierazpen ere, 
ikasketan eta ikasketatik at. Izan ere, artea babesteko erakundeak 
eta egiturak garai honetan oro har handitu eta egonkortu diren 
heinean, ekoizpen teorikoa artean, arteari buruz eta arteari dagokionez 

CTVGCUQTV\GPFGPGMQVGUVWKPIWTWGWUNGCTKGVCCKVQTV\CKNGCTKFCIQ-
MKQPG\GTCJCTTKICTTKCPPCIWUKVWFC)CWTGIWPCTVKUVCMtDGTG
egoera generiko eta postartesanalean— negoziazio kritikoarekin 
lan egiten du, baita horri buruz eta horretan ere, artearen moderno-
tasunari buruzko testu historiko eta teoriko mul tzo handi batekin, 
eta artea artistei beharrezko gaitasunak eta trebetasunak ematen 
dizkien baliabide tzat hartuta. Beste hi tz ba tzuetan esanda, zer 
“egin” edo “ekoiztu” jakiten edo beste ba tzuei beren izenean “egin” 
eta “ekoi tz” dezaten baimena ematen irakasten dien egiten jakite 
horren bidez. Ildo horretatik, gaur egun, artista-pen tsa tzaile-gisa 
ƂIWTCPCIWUKCGVCQJKMQCFCGURQPGPV\KCNMKJGFCVWVCFCIQGPLWK-
\KQGUVGVKMQCTGPOWPFWOCVGTKCICDGJQPGVCP
OGTMCVWGMQTCKPFKM
ere artistek modu asimilagarrian eta trukagarrian pen tsa tzen dute-
PCDQTVK\MKJGTVUCV\GPFWVGPCTTGP*QTVC\C\CNGVKMGUCPFCDGTG
garaian autodidaktismoaren eta berrikun tza artistikoaren egune-
roko beharren berezko baldin tza zena, gaur egun, profesionalki 
kudea tzen den jarduera bilakatu da. Artistak “teoria” bereganatu 
du, baina ez praktikaren eranskin gisa, baizik eta berezko praktika 
teoriko gisa.
Ai tzitik, nahiz eta badirudien horrek artistek pen tsa tzaile gisa 
egiten dutenaren, teorikoek pen tsa tzaile gisa egiten dutenaren eta 
komisarioek pen tsa tzaile gisa egiten dutenaren artean inoiz ez 
bezalako interdiskur tsibitatea esan nahi duela —arte garaikidea-
ren obraren ekoizpena modu aldaezinean sarearekiko sentikorra 
eta tran tsitiboa den heinean—, artistaren eta artista ez direnen 
lan intelektualen arteko truke hori ez li tzateke profesionaltasun 
a tzeragarri tzat hartu beharko, ezta hala moduzko garapen profesio-
nal laidogarri tzat ere, fun tzionario arrunt berri horien modukoak 
baili tzan. Karakterizazio hori baldarregia eta instrumentalegia 
FCCTVKUVCRGPVUCV\CKNGIKUCFGTKV\QPƂIWTCMK\CPFWGPIQTCNFKC
eta interdiskur tsibitate era horiek ez baitira artearen independen-
tziaren eta autonomiaren kontrako eraso jarraitua. Izan ere, artea 
bere osotasunean uniber tsitatean sar tzerakoan, aurresuposatu da 
artearen independen tzia eta negatibotasuna eraginkortasun han-
diagoz kontrolatu eta ebaluatu daitekeela. Horrez ordez, askoz ere 
interesagarriagoa eta ez horren murriztailea den gertaera bat ager-
tzen ari da: artea uniber tsitateko ikerketa testuinguruetan sar tzeak 
artistek beren egoera postartesanala eta postkon tzeptuala ebalua-
tzeko, gara tzeko eta birkoka tzeko beharrezkoa den espazio autozu-
zenduaGTCVWFW<GPV\WJQTTGVCP'TTGUWOC$CVWCPGVC'WTQRCP
orokorrean artisten tzako doktorego programak garatu izanak ez 
du esan nahi langabezia egoeran dauden artista ugariak gehiegi 
profesionaliza tzen direnik edo langile artistak behar ez bezala 
erabil tzen direnik; Bildung hori ereduzko hezkun tza izanik, gaur 
egun artisten tzat esan nahiko lukeena berregitura tzeko aukera da, 
ikerketa eta artea —akademiaz kanpo gara tzen den ikerketa 
gisa ulertuta— arerio tzat har tzen den giro horretan. Beste hi tz 
ba tzuetan esanda, artisten ethos erromantikoa deseginez doa, artea 
uniber tsitateko bizi tzan sartu ahala, eta horrek aukera ematen du 
artean autonomia kritikorako modu berriak gara tzeko, eta, beraz, 
kultura-ikerketa agonistikoak eta iraul tzaileak era tzeko.
Horrela, artea akademian sar tzeak berez ez du esan nahi artea 
akademiza tzen denik, artelanak mundu osoan merkatura tzeak lan 
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$KRCTCITCHQJQTKGMNCDWTDKNV\GPFWVGJCUKGTCMQUCKQIKUC;CK\C
Hérnandezek iragan abenduko topaketan aurkeztutako gaiaren 
inguruko nire jarrera. Izan ere, nire  txostenaren aurkezpen gisa 
bidalitako laburpena osa tzen dute. Geroztik, lasaitasun handia-
goarekin aztertu ahal izan dut azken urteotan arte-ikerketaren 
GURG\KƂMQVCUWPCTGPKPIWTWCPKTGMKVCMQG\VCDCKFC\CTCVCVUWCGVC
askotan, harrigarria1'VCVQRCMGVC#TVG'FGTTGPKTCMCUMWPV\CTGP
aferaren ingurukoa ez bazen ere, irakurketa berriek berre tsi dute 
PKTGWUVGQUQC*CWFCCTVGJG\KMGVC
CTVKUVCIC\VGDCVKGUMCFKG-
\C\MKQMGGPLCMKPV\CGVCICKVCUWPCMIQKCTMQTCRKNQDKNCMCVWFC
paradoxei eta zen tzugabekeriei hel tzeko, bai uniber tsitatean, bai 
egungo artean ere. Baina hau ez da ez lekua ez unea ikuspuntu hori 
sakonean gara tzeko. Testu honek aipaturiko jardunaldietan heldu-
tako zenbait gai berriro hartu nahi ditu. Helburua bertan aipatu-
riko arazoren sare nahasgarriaren lehenengo lan-proposamena eta 
behin-behineko hurbilketa egitea da.
.GJGPKMGVCDGJKPJCUICKVG\GPCTVGCM7PKDGTVUKVCVGCPK\CVGP
FKVWGP\CKNVCUWPGMKP+MWURWPVWCMCFGOKMQVKMCTVGC'WTQRCMQ
irakaskun tzan egindako homologazioaren indarkeria adierazten 
duen froga-harri bilakatu da. Izan ere, homologazio horrek hone-
lako jakin tza-eredua eragin du: esklusibista, emai tzak zenba tzen 
FKVWGPCGVCDGTGJGNDWTWGVCTCMQ
RQNKVKMQGVCGMQPQOKMQCMDCNFKP
tzatua. Diziplina humanistika guztien artean, artea —ezinbestean 
esperien tzia-eredu bati lotuta— ezagu tza intelektuala, informazio 
edo komunikazio kon tzeptuala bihur tzeko oztopo gehien jar tzen 
duena da, eta ezin da ebaluatu neur daitekeen modu batez, hau 
da, irizpide objektibo eta uniber tsalen bidez. Agerikoa den beza-
la, lehenik eta behin uniber tsitateko ikaslea eta artista bereizi 
beharko lirateke. Dena den, ikasle batengan ebalua tzen dena eta 
artista batengan baloratu behar dena gauza bera ez dela onar tzen 
bada ere, egia da beste Fakultate batean ez dela eta oraindik ere 
bada, hain arazo tsua izan ohiko irizpideak ezar tzea, hain oinarri-
zkoa den kontuan; hau da, berezko tesia zer den eta nolakoa izan 
beharko lukeen
Artea diziplina gisari dagokionez —arteari buruz termino 
horietan hi tz egin badaiteke— bere transmisio-bideak eta bere 
balore-irizpideak, bere berbaldiaren prestakun tza, bestelako uniber-
8E4>HGF<8G48:<4MG4GH-
4EG848G4<>8E>8G4
José Díaz Cuyás
'UVGVKMCMQKTCMCUNGCFC.C.CIWPC
7PKDGTVUKVCVGCP*CTGPCTIKVCNRG-
nen artean hauek nabarmen tzen 
dira: Encuentros de Pamplona: Fin de 
ƂGUVCFGNCTVGGZRGTKOGPVCN
/0%#45
MCVCNQIQCTGPCTIKVCNRGPCIr 
y venir de Valcárcel Medina 
(WPFCEKÏ
6CRKÄUCTTC\QKVWVCMQMCVC-
logoa eta Cuerpos a motor liburua-
TGPCTIKVCNRGPC.CU2CNOCUGMQ
CAAMek eta Santiagoko CGACk 
1997an argitaratutakoa. 80ko 
hamarkadaz geroztik hi tzaldiak 
ematen ditu eta artikuluak argi-
taratu ditu espezializatutako aldi-
zkarietan. Gaur egun ACTO: revista 
de pensamiento artístico contemporá-
neo 
GFK\KQFKIKVCNCrevista-acto.net
aldizkariaren zuzendaria da.
1. Gomendagarrienak diren liburuen artean: 
6JKGTT[FG&WXGFaire école (ou la refaire?), )GPGXC
.GURTGUUGUFWTÅGN,COGU'NMKPUWhy Art 
Cannot be Taught: A Handbook for Art Studen ts, 
+NNKPQKU7PKXGTUKV[QH +NNKPQKU2TGUUGVC
,COGU'NMKPU
GFArtis ts with PhDs: On the New 
Doctoral Degree in Studio Art9CUJKPIVQP0GY
#ECFGOKC2WDNKUJKPI-CV[/CE.GQFGVC
.KP*QNFTKFIG
GFUThinking Through Art: Cri-
tical Ref lections on Emerging Research, Londres: 
Routledge, 2005. Bai eta sarean aurki daitez- 
keen hainbat aldizkari eta erakundeetako txos-
tenak ere.
#TVG'FGTTGPpKMGTMGVCTGPqKPIWTWCPGIWPFCIQGPRQNGOKMCEWTTK-
EWNWOCTC\QGMGTCIKPFCMQCFCGVCKMCUMGVCCTVKUVKMQJQTKGM7PKDGT
tsitatean  txertatu zirenetik gertatu da. Adierazgarria da hainbat urte-
tan zehar estalita egondako egoera egun eztabaida berri eta berehalako 
IKUCCWTMG\VGC+)DCLCMKPV\CWPKDGTVUCNCTGPJGNDWTWGVCGTGFW
bihurtu den unean, hain zuzen ere. Hau da, eremu edo diziplina guz-
VKGVCPKMGTMGVCGIKPIQDCFCKMGTMGVCJQTKDCVGTGp\KGPVKƂMQCMqG\FKTGP
Berrikun tza eta Garapen prin tzipioek —hain mal tzurki ideologikoek— 
baldin tzatu eta zehaztu behar dutela pen tsa tzen den unean.
#TVGKMCUMGVGM7PKDGTVUKVCVGCPDGVKFCPKMK\CPFWVGPGIQMKV\CRGP
 txarrari oraingoan gehitu behar zaio edozein jakin tza-motari zuzen-
dutako erakargarri berri eta premiazko hau: Zer egin dezakezu —edo 
GIKVGPFCMK\Wt$GTTKMWPV\CGVC)CTCRGPGCP!'\VCDCKFCCMCFGOKMQ-
tik harago doan galdera, argi eta garbi, artearen praktika bestelako 
diziplina humanistikoen artean jarri duena, egoerarik zail eta kon-
trajarrienean. Ikuspuntu epistemikotik ez li tzateke inolako oztopo-
rik egon beharko artea jakin tza gisa har tzeko, egite-jakite mota gisa, 
teknozien tziarekin gerta tzen den bezala. Baina artea ekoiztea erakus-
VGCTGPGMKPV\CPFCV\CGVCVGMPQ\KGPVKƂMQCUQTV\GCCNFK\GTCIKPMQTVC-
sunean eta frogaketan da tza. Afera, prin tzipioz konponezina, honako 
hau dela dirudi: nola froga dezake arteak Ikerketaren teleologiaren tzat 
—Berrikun tza eta Garapenaren bategite tzat hartuta— arteak eraku ts 
FG\CMGGPJQTK
CTVGCTKFCIQMKQPDG\CNCGTCMWVUKDCKPQG\KPFWGNCMQ
GIKPDCNKCICTTKCFGNC!
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bitarteko tzaren edozein aukera, bereziki berezko duen esperien tziaren 
izaera erradikala eta nahitaezko prozesuala. Hau da, bere zen tzua 
ez da tzala ustezko arte-predikatuetan —komunikagarriak—, bai-
zik eta bere jazoeraren prozesuan gerta tzen den horretan, edozein 
obrak erakusten duen horretan edo ezagu tzera emandako ekin tzan. 
Obraren esperien tzian erakusten dena ezin da i tzuli edo transkri-
batu informazio kon tzeptual soila izango bali tz bezala, egoeratik 
kanpo —oraina denboran eta espazioan— eta berau osa tzen duten 
elementu materialki garran tzi tsuak alde batera u tzita2. Artea-
ren autonomiak fait social bat izaten jarrai tzen duela uste badugu 
—eta ez dago inolako zan tzurik artworldean hori horrela ez dela pen-
tsa tzeko balizko izaera erradikal hori —jazoera eta behin-behineko-
tasun gisa— “ezagu tza” artistikoarena arte-esperien tziaren eta artea-
ren gaindikoaren arteko desberdintasun nagusi bihurtuko li tzateke. 
Desberdintasun bereziki egokia zen tzuzko modu batean uler dai-
tekeena ez nahasteko, uniber tsitateko diziplina “tradizionalek” 
agin tzen duten bezala, artearen bidez uler daitekeen horrekin: 
zen tzuzko berbaldiaren jakin tzaren aldean artearen jakin tzak ez 
liguke zerbait desberdin uler tzen lagunduko. Hau da, ez eduki zeha tz 
bereizia baina beste diziplina ba tzuenarekin parekagarria, baizik 
eta beste era bateanJCWFCGIWPIQGURGTKGPV\KCDCVGPDKFG\
GVC
ondorioz, ezinbestean gorpu tzarenaDGTG\CTTC\QKOGVQFKMQCTGP
berbaldiaren ukapena eta suber tsioa dena. Desberdintasun episte-
OKMQICKPFKG\KPJQTKFC7PKDGTVUKVCVGCPDGTTKMKVZGTVCVWFGPGVKM
artearen irakaskun tza beti behartu duena oreka delikatu eta behar-
VWCOCPVGPV\GTC'IQGTCCJWNC$QNQIPC2NCPDGTTKCTGPMQPVTCGUC-
nekin areagotu baino egin ez dena.
Badago pellokeriarik artearen berezitasunaren defen tsa horre-
VCP'TCGUMGOCVKMQCPQTCKPGIKPDGTTKFWIWPFGUDGTFKPV\GCTK
lagun tzeko, mahaigaineratu di tzakegu, beti ere orokortasunean, 
askotariko jarrera estetikoak, besteak beste, Adornoren Teoria Kri-
VKMQC)CFCOGTTGP*GTOGPGWVKMQC9KVVIGPUVGKPGPGP#PCNKVKMQC
Derridaren Dekonstruktiboa, baita eta Didi-Hubermanen irudi 
CPCMTQPKMQCTGPVGQTKC6JKGTT[FG&WXGTGPCPCNKUKRGFCIQIKMQCM
edo Beltingen gorpu tza baliabide gisako kon tzeptua ere. Bestela, 
edozein artista edo zaleren sen onari dei egiten dion desberdinta-
suna da: obra bat berbaldi bat izango bali tz bezala interpreta daiteke, 
baina horretatik ezin da ondorioztatu berbaldiaren enun tziatuetara 
muga daitekeenik. Gizabanako hori horren jakitun izan ala ez, 
berezitasun menderaezin hori gerta tzen da obra guztietan zeinu 
GVC\GPV\WCTGPCTVGMQJCTTGOCPCWVQOCVKMQGVCMQFKƂMCVWCCRWT
tzen delako —automatizazio hori gabe, gainera, uniber tsitateko 
diziplina “tradizionalen” ezagu tzak ezin izango lirateke komu-
nikatu. Arte-esperien tzia bat uler tzea apur tze horretan da tza, bai 
eta horri lotuta doan prozesu desautomatiza tzailean ere3. Bertatik 
ikasten dena ez dago predikazio-edukiaren mende, baizik eta bere 
egungo zen tzuaren anbibalen tzia erradikalean, menderaezinezko 
—eta irtenbiderik gabeko— oszilazio horrena, esanahiaren argi-
tasunaren eta materiaren opakutasunaren artekoa, beti zin tzilik 
intelektualaren eta somatikoaren artean. Baina horrek guztiak 
iradoki tzen du egun borondate orokorra dagoela mahaiganeratu 
FWIWPFGUDGTFKPVCUWPJQTKUCKJGUVGMQGVCOKPKOK\CV\GMQ'VCCTK-
ma-egoera horren sintomarik garran tzi tsuena izango li tzateke natu-
ralizazio prozesua —ideologikoa halabeharrez—, artearen eremuan 
ikerketaren terminoa paira tzen ari dena.
Hemen elkarri lotuta dauden hiru elementu ditugu, terminoaren 
naturalizazio horri eta sintoma areago tzeari lagun tzen dietenak. 
tsitate diziplinetan ez bezala, kanpoko munduaren mende gehiago 
daude, Dantok hirurogeita hamargarren urteetan artworld deitu 
zuena, klaustroaren onespen hierarkikoaren baino. Adierazga-
rriena da azken hamarkadetan connaisseur gehienen arteko arterik 
goraipatuenak, abangoardiaren azken fasetik, zen tzu zabalean 
ulertutako kon tzeptualismotik, jaso duela berbaldi teorikorako 
eta beren praktikan dauden esku-har tze ideologikoen autokon-
tzien tziaren aldez aurretiko jarrera. Beraz, egun ondorengo para-
FQZCTGPCWTTGCPICWFGDCVGVKM7PKDGTVUKVCVGCPKTCMCUNGGMEQTRWU
teoriko zeha tza eskura tzeko premiaren aurrean daude —gabezia 
arazo tsu gisa—, hau da, beste diziplinena bezalakoa, lan-etorkizu-
nean eragina izango duena; eta, bestetik, artworld delakoan, bertako 
sektorerik esangura tsuenean, artista, kritikari eta komisarioen 
artean arte-izatearen intelektualizazio zeha tza eta asertiboa nagu-
UKVWFC
IGJKGIK\MQRGPVUCOGPFWGURGMWNCVKDQCDCKPCCTC\QTKM
ICDGCQDTGPUKPGUMQTVCUWPICKVCUWPCGTTGVQTKMCVGQTKMQQRCTQCP 
—eta zenbaitetan nahasia— oinarri tzen dena.
'TTGCNKUVCK\CVGMQGVCGIQGTCTKMQPRNGZWVCUWPJCPFKCIQCIGJK
V\GMQPCDCTOGPFWDGJCTMQNKV\CVGMGGIWPIQ(CMWNVCVGGVC'UMQNG-
tan ere arte-izatearen eredu eta ikuspegi oso ezberdinak elkarrekin 
bizi direla. Horietako ba tzuetan, irakasleen zati handi bat hiruro-
geita hamar eta laurogeiko hamarkadetako praktika abangoardis-
VCDGTCPVKCTTGVCVKMFCVQ\'VCKTCMCUNGGPCTVGCPGTGCTVGKMGTMGVC
practice-based research gisa uler tzen duten jarrai tzaile amorratuak 
daude. Baina horrek ez dio sakonean eragiten azaldu berri dugun 
paradoxari. Artearen ikerketaren aldekoak edo kontrakoak izan, 
uniber tsitateko ikasleak, kritikariak, artistak eta komisarioak ez 
bezala, euren buruei, beren lankideei eta uniber tsitatearen berezko 
DWTQMTC\KCTKGURG\KƂ\KVCVGJQTK\GTVCPFCV\CPOQFWWNGTICTTKCP
azal tzeko egoeran aurki tzen dira. Researcharen lema berrian eskai-
nitako master eta doktore tza programen promesak izan arren, pole-
mikan bilduta jarrai tzen duen afera da.
Gauzen egoera paradoxiko hori bereziki agerikoa da ikerketa 
VGTOKPQCTGPGTCDKNGTGKFCIQMKGPG\'\KPWMCVWresearch hi tza egun 
ikasle gazteei edo artean graduatutakoei zuzenduriko hainbat deial-
ditako lehenengo erakargarri bihurtu dela —eta lehenengo eskaki-
zuna. Oro har, erabilera metaforikoa da, edo, are okerrago, naturali-
zatuaGTGOW\KGPVKƂMQGVCJWOCPKUVKMQGVCPWNGTV\GPFGPOQFWCP
'\KPFCKPQPFKMKPQTCGUCPICWTGIWPGFQKPQK\CTVGCTGPHWPV\KQC
edo helburua iker tzea izan dela. Hau da, eremu akademikoan 
uler tzen den bezala: munduaren zen tzuzko ezagu tzari lagun tzea. 
7PKDGTVUKVCVGMQFK\KRNKPCIW\VKCMJWOCPKVCVGGPCTVGCP#TVGCTGP
GFQ'UVGVKMCTGP*KUVQTKCDCTPGJCTVWVCDGTGGIKP\G\CMGVGPNCP
JQTKGTCIQ\RGPJCPFKTKMICDG'IKCFCJCNCGTGJQTKLCTTGTCVGQTKMQ
oso ani tzetatik, bai eta bateraezinak diren metodologikoetatik edo 
politikoetatik ere egin beharko li tzatekeela. Arazoa da, horrela esan 
daitekeela, beren errealitate historikoa bor txatu gabe, arteak ezagu-
tza sor tzen duela. Arazo tsua da baiezta tzea ezagu tza hori zen tzuzko 
G\CIWV\CTGPOCKNCDGTGMQCFGNC
JCWFCDCNKQHTQICICTTKCDGTGGTC-
ginkortasunaren mende dagoena edo hipotesi bat berre tsi edo indar-
ICDGVWMQFWGPC1KPCTTK\MQFGUDGTFKPVCUWPCFCDCKPCHWPVUG\MQC
'\CIWV\CQTQMQTTCTKDWTW\JKV\GIKVGPFWIWPGCPG\ICTCKPQNCMQ
esperien tzia-modurik bazter tzen ari —gauzen arrazoia ezagutu 
daiteke, baina baita norbait, leku bat, norbera etab. ere. Hala ere, 
zen tzuzko metodo edo sisteman —sistema erakusgarrian— oinarri-
tutako jakin tza gisa sortutako ezagu tza-modu bat arteari eslei tzen 
diogunean —ustez izan arren—, kolpe batez ezaba tzen dugu arte-
2. Gaurkotasunaren balio horrek, agerikoa den 
bezala, balioduna izaten jarraituko du artis-
taren asmo indibiduala kontuan hartu gabe. 
Beraz, artearen eta bizi tzaren arteko muturreko 
deusezta tze kasuetan batez ere aurkituko dugu 
LQMCGTChori, espresuki, artistikoki esangura tsua 
izan daitekeen irudikapenerako aukera ireki-
tzen duena.
3. Automatismoaren kon tzeptuari buruz ikus 
Cristoph Menke, La soberanía del arte: Esperien tzia 
estetikoa Adorno eta Derridaren arabera, Madril: 
Visor, 1997. Bereziki 51. or. eta hurrengoak.
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radari eskain tzen zi tzaizkion eraikun tza horiek sor tzen zuten 
eragin bi txiari buruz hi tz egiteko modu ironikoa zen, eraikinak 
GPWPV\KCVWNCTTKCMGVCJQVUCPFKMQCMK\CPIQDCNKTCDG\CNC'TCK-
kin baten formek ez zuten soilik modu tautologikoan hi tz egi-
ten, eraikinaren fun tzioari buruz ;legitima tzen zituen berbaldia 
tqCTMKVGMVWTCTGPOGVCƂUKMCqtQKJWMCV\GP\WVGPDCVKMDCV$CNGP
tzia bikoi tz auto-gogoeta tsua, manifestuan abangoardien familia-
rekin an tza gorde tzen duena, bereziki azkeneko fasearekin eta 
JKTWTQIGKICTTGPJCOCTMCFCMQOWVWTTGPGMQCTGMKP0QUMKOKVQ
modernoaren azken uneetan, hastapeneko garaian ez bezala, enun-
V\KCVWVCWVQNQIKMQCTGPGVCNGIKVKOK\C\KQpƂNQUQƂMQCTGPqDCNKCDK-
dea, berezko eskubidez eta bitarteko tza gehiagoren beharrik gabe, 
amaierako obra gisa osatu zen. Lehenago ez zen inoiz ikusi on tzi 
bat, objektu erabilgarri bat, eguneroko keinu bat, informazio-datu 
bat edo gainazal kolorebakar bat, baita hu tsik eta isilean ere, era 
JQTTGVCPJKV\GIKVGP'FQ\GKPICW\CMDGTGHQTOCTGPDKFG\GUCP
zezakeen agerian zegoena, eta aldi berean, hori egitean kategoria 
uniber tsal handiak apela tzen zituen. Lehenengo arkitektura hiz-
tun hori “iraul tza-artearen” zikloa nola amaituko zen ohartarazte-
ko abisu bat besterik ez zen, ideia hiztun zakar eta hermetiko gisa. 
'IWPG\FCJCTTKV\GMQCQDTGMGWTGKDWTW\GVCDGTGPpOGVCƂUKMCTKq
buruz etengabe hi tz egitea, baina iraganean adierazgarritasun “uto-
pikoaren” asmo larri horretan harri tzen zuena zen, hain zuzen ere, 
irudiak modu instrumentalean asmo komunikatibo baten aurrean 
makur tzen zirela, , mul tzo osoa idei nagusien mende zegoela, para-
doxikoki, beren biluztasunean agertu nahi zuten ideien mende. 
Garai hartan, exhibizionismo teoriko hori zen harrigarriena, obrak 
arkitekturaren doktrinaren transkripzio berri —eta uniber tsal— 
bilaka tzera eramaten zituena.
'IKCFCCTMKVGMVQpKTCWNV\CKNGqJQTKGMDKICTCKTGPCTVGCPJCTTC-
RCVWVC\GWFGNC*CNCGTGDGTGPIGJKGIKMGTKCpOGVCƂUKMQGMqDGTGP
garaikideen artean sor tzen zuten ondorio komiko edo barregarri 
hori ez da gustuen aldaketa soil gisa interpretatu behar. Gehiegi-
zko oparotasun teoriko hori, orduan, egun bezala, gabezia baten 
UKPVQOCGTGDC\GP'\CDCMGVCDCVGPC'VQTMK\WPGMQCTVGCTGPUQTTG-
ra-oinarriak eta oinarri uniber tsalak berriro ezar tzeko, tabula rasa 
egitearen ondorioa. Horregatik hain da esangura tsua bere harre-
raren historia. XIX. mendeko ironia erromantikoaren eta eklekti-
zismo pragmatikoaren ahanzturan estalita, ez ziren berreskura-
VW'OKN-CWHOCPGMMQMCVW\KVWGPCTVGJQIGKICTTGPJCOCTMCFCP
hain zuzen ere, nazioarteko estilo modernoaren ai tzindari gisa. 
'VQTMK\WPCC\MGPGCPUGTKQUMKJCTVW\KVWGPIGTTGPCTVGMQCNFKC-
ren abangoardia modernoak, lehenengo aldiz, ondorio iragarleak 
atera tzen jakin zuen, berenƂNQUQƂCPJQTTGPDGUVGMQCFKGTC\IC-
TTKVCUWPCTGMKPC\CNGTCV\GP\WVGPC'UCPIWTCVUWCFC.GFQWZGM 
“hormei hi tz eginarazten” zieten arkitekto horietatik nabarme-
nena, “irakurtezin” ospea har tzea, bere legatu teorikoa argitara-
tu ostean, L’Architecture, eta hori, batez ere, beren hizkun tzaren 
zailtasun “kon tzeptualengatik”4. An tza, errazagoa zen paretek 
uniber tsalei buruz hi tz egitea, “gizarte ordenan ezagututako 
eraikin guztien generoen” kategoria berrien berbaldi arrazoitua 
argitasunez azal tzea baino. Ikusi dugu jada, gehiegizko teoria 
alde batetik, eta bestetik, gabezia. Inola ere berdina ez den arren, 
Kosuth izango li tzateke XX. mendeko kasurik paradigmatikoena 
tGVCOWVWTTGMQGPCtRTCMVKMCPPCJKVCƂNQUQƂMQC\GPCGVCGTCRCTC-
doxikoan —edo kon tsekuentea, begira tzen den moduaren arabera—, 
kon tzeptualki “irakurtezina”.
Lehenik eta behin, fase abangoardistaren berezko izaera auto-
gogoeta tsua, bukaerako fasean muturreraino eraman zen joera. 
Aurreko mendea igaro ahala , gero eta agerikoagoa izan zen obren 
legitimazio teorikoaren beharra, artistek berauek egin beharrekoa 
edo kritikari kideek. Kolokan zegoena, legitimaziozko edozein eska-
kizunean bezala, eta legezko adierari erreparatuta, benekotasun 
arazoa zen. Ikuspuntu historikotik argi dago, hirurogei urteen 
amaieran eta hirurogeita hamarren hasieran, obra baten sineskor-
tasuna, bere benekotasun eragina, neurri handi batean bidezko tzen 
zuen uste teoriko -erretoriko- sendoan ze tzala. Azpimarragarriena 
da mito abangoardistak indarra galdu ostean , legitimizazio eska-
kizun horrek benetako tzeko gailu gisa jarraitu duela, bere garaian 
zen tzua ematen zion horizontea desagertu arren.
Bigarrenik, eta aurrekoarekin paraleloan, izaera epistemikoko 
beste faktore batekin topo egiten dugu. Mito modernoen krisiaren 
esparruan, eta ondorengo eztabaida postmodernoetan, diziplina 
humanistiko tradizionalen baliozkotasunaren inguruko eztabaida 
berria garatu zen. Iraul tza teoriko horrek gure eremuan sortu duen 
adibiderik esangura tsuena visual culture edo visual studies izan da, 
Artearen Historiaren muga ideologiko eta metodologikoak gaindi-
tzeko ahalegin gisa aldarrika tzen zena. Horren garapenak eta baita 
irakaskun tzako adar berrienek ere, batez ere eremu anglosaxoian, 
diziplinen kategoria eta prin tzipio ba tzuk berriz hausnar tzeko 
eragin ona izan dute, zorroztasun akademikoaren autoa tseginaren 
galerari ere lagundu dioten arren, diziplina ani tzen eta zeharkako-
tasunaren premisaren pean. Izaera epistemikoaren laxotasun edo 
ahultasun horrek eremu akademikoan emai tza ezberdineko hainbat 
berbaldiren hibridazioari lagundu dio. Baina jarduera artistikoari 
dagokionez, uniber tsitatetik beretik, loretan dagoen edozein artista-
ren desira holistikoa elikatu du. Zen tzu horretan, diziplina-mugen 
urra tze instituzionala artistari eginiko gonbidapen —legitimatu— 
gisa ere uler daiteke, edozein eredu epistemiko erabil tzeko, modu 
esperimentalean, aske senti tzeko.
Hirugarrenik, aipatu dugun bezala, curriculumaren arazoarekin 
topo egiten dugu. Arte-ikerketa egun sortu da, neurri handi batean, 
irakaskun tza artistikoa uniber tsitate-irakaskun tzari lo tzeagatik, 
DCKVCJQTKCTCWV\GPFWGP+)DCPQKPCTTKVWVCMQG\CIWV\CTGPGTGFW
berriagatik ere.
IKERKETA ESKABIDE LEGITIMA TZAILE GISA.
Gera gaitezen artearen eta bere berbaldi legitima tzaileen arteko 
KVZWTC\MQMQPVTCGUCPGCP'UCPFCKVGMGCTVGCTGPGVGPICDGMQpMQP
tzeptualizazioa” dela eta, teoriaren eginkizuna gabezi eta gehie-
gikeri gisa hautematera igaro dela, halabeharrez. Gabezia, egun 
'TCMWPFGCMGVC#MCFGOKCMCWTMG\VGPFWVGPCTC\QVGQTKMQPCIWUKC
ikerketa bada ere, inork ez dakielako ziur zertan da tzan. Gehie-
gikeria, era berean, denek ziur tzat jo tzen dutelako existi tzen dela. 
Baina anbibalen tzia hori gaurkotasunaren lehenengo planora igaro 
K\CPCPGWTTKJCPFKDCVGCP$QNQIPC2NCPCTGPGURCTTWCPK\CPFCMQ
curriculum eztabaiden ondorioz, ez gaitu limurtu behar. Lehenen-
go lan-proposamena honela ezar zitekeen: teoria legitima tzaile baten 
per tzepzio teorikoa artean —gehiegizko eta gabeziazko izaera— 
modernitatetik ezin berezizkoa da eta bere autonomiaren proze-
suaren hasieratik arazo tsua ikusten da.
XVIII. mendeko arkitektura “ameslaria”, esplizituki arrazoiaren 
prin tzipio abstraktuak bere formetan gardendu nahi zituena, 
handik gu txira architecture parlante gisa ezagun egin zen. Begi-
4. Ikus Anthony Vidler, Ledoux, Madril: Akal, 
1987, 147. or.
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'UCPJQTTKNGJGPGPIQGUCNFKRCTCFQZKMQGVCG\ICTCKMQCTKtPCDC-
ria da ezer ez dela nabaria—, garaiko izaera eman behar diogu, 
askatasun mugagaberan tz artearen erabateko airera tze unea adie-
razten duena. Hala ere, arteak mugagaberako karrera askoz lehe-
nago hasia zuen, gu txienez artearen eginkizuna ideia edo pasio 
gorenak —”metafisikoak”— adieraztea zela uler tzen hasi zen 
unetik. Baina gure gaiaren harira adierazgarria dena hauxe da: 
#TVG'FGTTGPUKUVGOCTGPGVCNCIWPV\GP\WGPDGTDCNFKGUVGVKMQCTGP
desager tzearen isileko aitorpena izateaz gain, artea lan ez gogoeta-
tsu eta ez arazo tsu gisa har tzeagatik “galdu den” horretan tema-
tzea da, alegia, artea berez agerikoa den ogibide tzat kulturalki 
har tzeari uzteagatik gal tzen dena Argi eta garbi hemen Hegelekin 
ari da lerro artean eztabaida tzen, eta pixka bat aurrerago Hegel 
espresuki aipa tzen du, artea bere sineskortasunetik esnatu izanaren 
meritua eslei tzen dionean. Adierazgarriena da, hori egin arren, 
berehala kexa tzen dela arte eman tzipatuaren i tsutasunera berri 
batez: “orain arteak bere begiak estal tzen ditu sineskortasun bikoi-
tzarekin “zertarako” estetikoa zalan tzan dagoelako”7. Bigarren mai-
lako sineskortasun horrek ez luke aurrez eskatuko, lehenengoak 
bezala, hausnarketa gabezia; baizik eta sineskortasun-mota berri 
bat, modernitatearen arte guztiak ibilitako horizonte auto-gogoeta-
VUWCTGPDCTTWCPUQTVWC
DGTGCTIWFKCV\GCICVKMQPFQTKQ\VCFCKVGMG
eta azkenean, bere premisak ere ahuldu zituena. “Autonomia”, dio, 
“i tsutasun-zan tzuak ager tzen hasi da”. Tentagarria izan daiteke 
pen tsa tzea sineskortasunaren esna tze horrekin eta eror tze berria-
rekin ziklo bat i txi zela: gehiegizko gogoetaren salaketarekin hazi 
zena eta 1970 inguruan amaitu zena, abangoardiaren amaieran 
i tsutasun mota berria egiaztatuz, gogoeta-mugimendu horrengatik 
—edo gogoz bestera—; eta i tsutasun-mota berri horri bere argu-
diaketa estrapolatuz, gogoeta-sineskortasun edo sineskortasun teoriko 
FGKV\GTCCWUCTVWICTC'IWPMWNVWTCNMKCIGTKV\CVJCTV\GPFGPUKPGU-
kortasun-mota berri horretako azpimarragarriena da artea age-
rikoa izateari u tzi zion une historikoan sortu zela. Hau da, bere 
kon tzeptuaren aurka egitera behartua izan zen, “bere zun tzik kut-
tunetan ere zalan tzazko zerbait” bilaka tzeko. Ikusi dugu arteak gal-
tzen duena, bere kultura-sineskortasun egoera uzten duenean, ezin 
dela konpen tsatu bere autonomia fasean. Baina galera horri beste 
galera bat gehi tzen zaio orain, artistikoaren aukerari berari lotuta 
FCIQGPICNGTCDCV'IKCFCCTVGCPCJWNFWGFQFGUCIGTVW\GPJQTK
garai hartan, hain zuzen ere, konpen tsatu zela artea instituzio gisa 
gizendu eta zabaldu bai tzen. Artearen “kon tzeptua” ahuldu zen, 
baina bere instituzionaliza tzea, eta ondorioz, gizartean legitimiza-
tzeko zituen gailuakKPFCTVWGIKP\KTGP'\JCTTKV\GMQCGVCRCJQTTG-
tan bertan gogoeta-pen tsamendutik artearen esanahiak, eta area-
go, artearen helburuak azal tzeko zailtasunarekin topo egin izana 

Teoria EstetikoakDGTCMCFKGTC\VGPFWGPDG\CNC'VCUKPGUMQTVCUWP
Geroztik gertatu behar zen amaigabetasunak Adorno eraman 
zuen bere Teoria Estetikoa hastera, hamarkadaren amaiera aldera, 
ziurtasun gabeziaren inguruko bere aitorpen ospe tsuarekin. Arre-
taz berriro irakur tzeak merezi du:
Arte garaikidea ezagu tzen duen edozeini ez zaio zaila egingo, 
eta beharrezko artikulazio historikoarekin, artistaren —edo 
QDTGPtGVCLWUVKƂMC\KQVGQTKMQCC\CNV\GMQartistaren berbaldiaren 
arteko kontraesanezko harremanari gaur egun arte jarrai tzea. XX. 
mendeari dagokionez, arazo tsua izango li tzateke kontrakoa nahi 
izatea, hau da, desadostasun hori modu agerian ager tzen ez den 
eragina benetan izan zuen irudiren bat aurki tzea. Arazoa ez da tza, 
agerikoa den bezala, artistaren gaitasun  txikian edo handian bere 
obrari buruz ida tziz hausnar tzeko, eta ez dagokio ezta ere, noski, 
teoriaren eta praktikaren arteko ustezko banaketa zakarrari. Arki-
tekto utopikoen gaia mahaigaineratu badugu da, haien kasuan, 
eta bereziki Ledouxen obran eta proiektuetan, agerian gera tzen da 
obrak direla “hi tz egiten” hasten direnak, arkitektura-berbaldi baten 
adierazpen zeha tza eta nahita orijinala. Garai horretako berrita-
suna zen artea, bere autonomiaren aldian, doktrinaren legitimi-
\C\KQQTQMQTTCGOCVGTCDGJCTVWVC\GIQGNC0CVWTC*KUVQTKCDKJWT
tzearen ondorioz gerta tzen den zorigaiztoko etena. Luis XVI.ari burua 
OQ\VGCMGMCTTK\WGPQTFWTCCTVG0CVWTCPQKPCTTKVWVCMQIK\CTVGC
izatetik Historian oinarritutako gizartea izatera pasa tzea behin 
DGVKMQ7TTCVUJQTTGMCTVGCPKTCICPCTGMKPJCTTGOCPDGTTKCFCMCT
ogibidea ez zen artista batetik bestera iragaten tradizio gisa Aka-
demiaren gainbegiradapean.Artearen legatua baldin tza tzen hasi 
zen —eta, neurri batean, zirkuitulabur tzen— kon tzien tzia his-
VQTKMQCTGPUQTV\GCICVKM#TVGCTGPGVC'UVGVKMCTGP*KUVQTKCFKTGP
bi diziplina hasiberrien berbaldi nagusiengatik. Memoria histo-
rikoaren tenplu gisa, Museoa arte-balioen gorde tzaile izatera pasa 
zen. Obren kokapenik eza, beren deserro tzea eta berrantolaketa 
jakin tza-eredu modernoen arabera, iraganarekin harreman berria-
ren paradigma da, gogoetazko berbaldiak eta izendatu berriko 
esperien tzia estetikoak baldin tzatua —fenomeno beraren aurpegi 
eta guru tze gisa.
Hegelek bere garaian argitasun iragarlearekin ikusten jakin 
zuen. Arteari buruzko hausnarketa kon tzeptualaren ugal tzeak 
adierazten zuen jada artea ez zegoela bizi tzaz gainezka partaide 
zuen kulturan, “ederraren inperioa” hilondoko aldian sartua zela.. 
'IKCFCJQTKIW\VKCQTCKPFGNCDKOGPFGLC\Q\GNC#TVG'FGTTGP
sistema ezarri zenetik denbora-tarte bera, gu txi gorabehera. Baina 
horri buruz ari gara hi tz egiten, ikerketa batek dakar tzan arazoei 
buruz —gogoetazko tzat eta arrazoizko tzat hartuta— egungo Arte 
'FGTTGP(CMWNVCVGGVCP)WTGJCUKGTCMQRTQRQUCOGPCMQKPCTTKJKU-
torikoa badu, horretatik ondoriozta daiteke artearen eta teoriaren 
CTVGMQJCTTGOCPRCTCFQZKMQJQTK
QDTCMCTTC\QK\NGIKVKOK\CV\GP
tGIKC\VCV\GPtFKVWGPFQMVTKPCGFQUKUVGOCMQPV\GRVWCNIKUC#TVG
'FGTTGPUKUVGOCTGPICTCRGPGVKMG\KPDGTG\K\MQCFGNC'IWPQTCKP-
dik ere eremu akademikoan indarrean dagoen sistema, hirurogei-
garren hamarkadan jada krisian sartu zen arren.
IKERKETA EBIDEN TZIA GISA
Generoen arteko bereizketari, modernitatearen hastapenetan ger-
tatutakoa, aldi abangoardistan jarraitu zion “arte plastikoek” balia-
V\GPFKVW\VGPDCNKCDKFGGPCTVGMQDCPCMGVCM$CKPC#TVG'FGTTGPUKU-
VGOCMNGJGPKMIGPGTQGPGURG\KƂMQVCUWPGCPGVCQPFQTGPDCNKCDKFG
artistikoetan oinarrituta, ez du indarra galduko “artea orokorrean” 
ideia sinesgarri eta nagusi egin arte5. Duchampen irudiak, eta batez 
ere hirurogeigarren urteetan ulertu ziren moduan, paradigma-al-
daketa horren protagonismoa hartu zuen bere gain , arteen arteko 
mugen eta artearen mugen galera saihestezina.
#TVG'FGTTGPUKUVGOCTKDWTW\GVCDGTGKTCMCU 
kun tza-ereduei buruz gehiago ikasteko ikus 
&G&WXGop. cit., batez ere 1. kapitulua.
6JGQFQT9#FQTPQTeoría Estética, Madril: 
6CWTWU
QT
7. Ibid., 10. orrialde bera hurrengo aipamene-
tarako ere bai.
Agerikoa izatera iri tsi da artearekin zerikusia duen ezer ez dela age-
rikoa: ez artea bera, ez bere harremana osotasunarekin, ezta izateko 
duen eskubidearekin ere. Arte osoa posible egin da, amaigabetasune-
rako atea zeharkatu du, eta gogoetak horri egin behar dio aurre. Baina 
amaigabetasun ireki horrek ezin izan du orekatu galdu dena, artea lan 
gogartugabe tzat eta arazorik gabe tzat har tzeagatik. Bere horizontea-
ren zabal tzea, alderdi askotan, benetako murrizketa izan da6.
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sortu berriarekin topo egiten dugu, berritu nahi duena, auto-gogoe-
tarako bere izaeran babestuta, nahi duen kultura-nabaritasunean. 
0CDCTKVCUWPDCVGPNGJGPIQTCV\GCQTCKPIQCPIQIQGVCGTTGVQTKMQ
JKRGTVTQƂCVWCP\GV\CPC*QTTGNCDGJKPCTVGC artearen instituzioa iza-
tera murriztuta, artistaren lan artistikoa egitearen ustezko egoera 
horren inguruan hausnar tzera mugatu beharko li tzateke, kritika 
instituzionala deri tzon horretara. Kasu horretan, agerikoa den 
bezala, benekotasun-efektuaobraren berbaldi-kritikaren limur tze 
teorikoaren gaitasunean soilik ze tzan. Berriro ere, teoria gehiegi. 
'FQIWVZKGIKDGIKTCV\GPFGPOQFWCTGPCTCDGTC
Arte-ikerketaren aldeko argudiaketa guztien artean, artistek 
defenda tzen dutena da egungo eszena artistikoan erakargarriena. 
'IQPIQNKTCVGMGDGTC\HWPVUG\MQDKCTTC\QKGNMCTTKNQVWCMGVC
horregatik erabaki dugu Adorno-ren argudioetan etena egitea. 
#NFGDCVGVKM6GQTKC-TKVKMQCMGVC#FQTPQMDGTCM
CWVQTKVCVGKVWTTK
V\CVJCTVWVCFWVGPGIKPMK\WPICTTCPV\KVUWCICVKMCTVGCMC\MGP
hamarkadetan bere gain hartu duen ernaberritutako eta auto-adei-
tsua den sineskortasun teorikoan —kritikoan. Bestetik, bere teoria 
estetikoan hain naturalki artworldean ezarri den sineskortasun 
berri horren kontrako argudiaketa goiztiarra aurki dezakegulako, 
egun bere baitan ageriko zerbait gisa ager tzen duena. Hori izango 
li tzateke, beraz, gure bigarren lan-proposamena: arte autonomoak, 
bere faserik berrienean, mito abangoardistaren indargabe tzearen 
ostean, sineskortasun mota berri bat garatu du, bere izaera auto-
IQIQGVCVUWCTGPGTTGVQTKMCJKRGTVTQƂCVWCPQKPCTTKVWVCMQCGVCJQTTK
esker bere lanaren ezegonkortasun eta zalan tza larria ezkutatu 
nahi duena, legitimizazio teoriko eta ustez kritikoaren azpian.
ADIBIDEAK
'IWPIQCTVKUVCTGPKTWFKCIGTQGVCIGJKCIQVWTKUVCGRKUVGOKMQDCVGP
KTWFKCTGMKPDCVGVQTV\GPFC'FQ\GKPberbaldi-eraketak, dela artea-
TGPJKUVQTKCTGPCRUKMQCPCNKUK NCMCPKCTTCƂNQUQƂCRQUVGIKVWTC
tzailea, generoen teoriak, ikusizko ikerketak edo kolonia-ondokoak, 
UQ\KQNQIKCCPVTQRQNQIKCGFQƂUKMCMWCPVKMQCCWMGTCGOCVGPCJCN
dio oroi tzapenen hornidura egiteko, eta baliagarriak izango dira 
—artworldera i tzul tzean— lanaren iturri eta fun tsa kon tzeptual 
IKUC'\FCKPQNCGTGFGUCDCPVCKNCGIQGTCGFQPCJKVCG\PGICVKDQC
Turismoaren esparruan “denak gara turistak” egindako utopiatik 
abiatuta, aipaturiko bidaia epistemiko horien ontasunak eta ahul-
tasunak aurre egiten dien gizabanakoaren araberakoak izango dira, 
edozein tourretan gerta tzen den bezala. Arriskua dago, hemen ere, 
bidaian benetan dagoena eta turismo-gailuak berak sortutako bene-
kotasun ilusioa nahasteko, edo, gure arreta duen eremura ekarrita, 
obran benetan jardun dezakeena eta artworldaren gailuak sortutako 
benekotasuna nahasteko.
'VCICKNWCMCNFGTCV\GPCTKICTGNCCTVGCTGPCGIWPVWTKUOQCTGPC
izan daitekeen bezain mal tzurra eta zalan tzagarria da. Izan ere, 
biak “benetako esperien tzia” lor tzeko nahian oinarri tzen dira, neu-
rri handiagoan edo  txikiagoan8'UCPIWTCVUWCFCJKTWTQIGKVCJCOCT
urteen hasierako abangoardiaren xarma galdu eta gero —eta, ondo-
rioz, mito iraul tzailea gizartearen horizontetik desager tzea— jarre-
rarik erakargarriena, eszena artistikoan sinesgarritasun handiena 
ematen ari zaiona, aipatu berri dugun hori izatea, eta Thierry de 
&WXGMLCTTGTCMTKVKMQ izendatu duena. Denborarekin LCTTGTCCTVKUVKMQ 
arrunt eta nominalarekin nahasten den eta berarekin elkarbizi tzen 
den jarrera9. Artistarengan jada ez da talentua balora tzen, akade-
miaren garaietan gerta tzen zen bezala, ezta sormena ere, abangoar-
dietatik jasotako eremu erromantikoari jarraiki. Modernitatearen 
mito handien gainbeherarekin, joera egitura-ondoko eta neomar-
xistek teorizatutakoa, sormenaren ideia bereziki susmagarri eta 
KFGQNQIKMQMKGWVUKG\KPDKJWTVW\GP2GPVUCOGPFWOQFGTPQDGTCP-
tiarrarengatik banandutako ironiaren mespre txua pairatu aurretik, 
sormenaren ideia gil tzarri gisa erabilia izan zen, lan liberatu gisa, 
proiektu utopiko iraul tzaileari pedagogikoki lotutakoa. Hirurogeita 
hamargarren hamarkadatik aurrera, obraren benekotasun-efektua 
LCTTGTCP ze tzan, kon tzeptu o tzana eta moldakorra, eduki gabekoa. 
Artistaren fun tzioa ez da jada orduan ospea galdutako asma tzearen 
jolasa, baizik eta berezko “munduaren” galdeketa, orain instituzio 
gisa ulertutako artearen kritika edo deseraikun tzan, goian aipa-
tu dugun bezala. Bitartean, sormenaren kon tzeptua garatu da, 
eta hasierako eduki utopikotik kapitalismo “berriaren” izaera sor-
tzailearen apelazio zalan tzagarrian gainjarpenera igaro da.
Jarrera kritiko horretatik sortutako obra gehienen arazoa da egia-
ren prin tzipioan oinarri tzen direla dirudiela, prin tzipio ideolo-
gikoan, soilik kritikatu daitekeena bere berbaldiaren egokitasun 
politikotik. Horrela, zuzentasun politikoa automatikoki zuzen-
tasun artistikoan erator tzen da, eta obra, berez, dei egiten dion 
“egia” eztabaidaezin horren ezkutu babeslearen a tzean babes-
VWVCGIQPFCKVGMG'TCPGICVKDQCPMTKVKMCV\GCMRQNKVKMQCPQDTCP
islatuta dagoenaren kontrako jarrera manten tzea ekarriko luke. 
Baina, ziurrenik, hemen ere desberdindu beharko li tzateke 

DKVCTVGMQV\CCTVKUVKMQCTGPLQNCUCQPCTV\GPDCFCCTVKUVCMGUCVGP
duenaren eta nabarmen egiten duenaren artean. Kontrakoa izango 
li tzateke okerretan eror tzea, nahitako iruzurrean, kasu honetan, 
teoria-ideologiaren irudikeriak sortutakoa. Beuysen kasua paradig-
matikoa da zen tzu honetan. Gizarte eskulturaren inguruko bere 
sendotasun teorikoaren erretolikaren aurrean eszeptizismo zuhu-
rra mantendu daiteke, eta hala ere, bere obraren balioa zin tzotasun 
KTGMKCTGMKPRTG\KCVW'FQVCMQPVTCMQCIGTVCFCKVGMGJarrera kri-
tiko horrek eragin dezakeen basakeriaren adibide gisa Marx Loun-
gen pieza daukagu, Alfredo Jaar artistak berriki instalatu duena, 
.KXGTRQQNGVKMKICTQQUVGCP5GXKNNCMQ%##%GCP10. Obra gela gorri 
batean da tza, Marxen eta Marxi buruzko liburuak dituen mahai 
batekin. Beraz, artistak gonbida tzen gaitu teoria politikoaren 
liburuak irakur tzera. Baina Marxen testuak azoka bateko erakus-
mahai batean egongo balira bezala Andaluziako Juntako erakunde-
museo batean daude, baina artistak irakur tzeko gonbidapen-egita-
tea besterik ez du egiten bere obran. Gomendio soila, lekua hori 
egiteko oso desegokia baita. Hasieratik plantea tzen du denaren eta 
izan nahi duenaren arteko kontraesana. Baina testigan tza publiko 
“erradikal” hori benetan alferrikako bihur tzen du artistaren LCTTGTC
anakronikoki erromantikoak eta fal tsuki esen tzialistak, hau da, 
egileak bere publikoarekin izan nahi duen harreman paternalista 
horrek, “egiaren” jakituna izango bali tz bezala. Artista, horrela, 
irakasle bihur tzen da eta publikoa, jolasari jarrai tzen badio, ikasle 
diziplinatua. Demiurgo berri gisa, irakasgaia —irakurgaia— presta-
tzen digu, eta eszenatokia eskain tzen digu “ikerketa” edo “hausnar-
keta” politikoa egiteko, pen tsamendu kritikoaren babespean. Arris-
MWTKMG\CWVQOCVKUOQTKMG\FCCRWTV\GP'\FCIQG\GTQDTCPG\
adierazten duen hu tsalkerian, ez ezar tzen dituen harreman eroso 
eta zalan tzagarrietan —sinbolikoak, instituzionalak, intersubjekti-
DQCMtGIKVGCDGPGVCPGIQGTCMTKVKMQTCGTCOCPFWGPKM'\VCGTG
—eta batez ere—, aldarrika tzen duen izaera eman tzipa tzaileari 
dagokionez.
8. Turismoarekin eta bere benekotasun gailua-
rekin lotuta, ikus Dean MacCannellen kla-
sikoa, El turista: una nueva teoría de la clase ociosa, 
$CTV\GNQPC/GNWUKPC

&G&WXGop. cit., 37. or.
10. http://www.juntadeandalucia.es/cultura/
caac/programa/jaar11/frame.htm
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Buka tzeko har dezagun artista interesgarri baten adibidea, Hito 
Steyerl, kritika instituzionala egiten duena eta artearen ikerketaren 
aldekoa dena. Berriro ere bere obrari eman nahi diogun balioa eta 
bere teoriari emango diogun balioa bereizi behar ditugu. 2010ean 
asko hedatu zen testu batean artearen ikerketa gatazkaren ikus-
puntutik edo “zeha tzago izateko, gizarte borroketatik” azter tzea 
proposa tzen du11. Horren harira baiezta tzen du egungo eztabaidek 
ez dutela ain tzat har tzen artearen ikerketaren nazioarteko historia-
TGPQPFCTGC2GVGT9GKUUKFCIQMKQPGCPpGTTGUKUVGPV\KCTGPGUVGVKMCq
gisa ulertuta. Aurrekarien artean gizarte mugimendu edo mugi-
mendu iraul tzaileekin lotutako artearen ikerketa-metodoetara 
bidal tzen gaitu, formalismo errusiarren kasua izango li tzatekeenera 
adibidez, Farm Security Administration delakoaren fotoperiodismoa. 
Hans Richterren saiakera-zinema, kolonialismoaren kontrako Chris 
Marker eta Alain Resnaisen erresisten tzia, Adornoren Saiakera forma 
gisa, desbidera tze situazionalista, cut-upak, antropologia dekons-
truktiboa eta surrealista, ahozko historia, etab. Ikerketa-mota 
horiek guztiak lotuko lituzkeena beren lotura politikoa izango 
li tzateke —fun tzio politikoa, bestalde, LCTTGTCTGPCNFGVKMbaliagarria, 
bereizketa ideologiko gehiegirik egin gabe— nahiz eta iker tzea zer 
den inoiz ez azaldu12. Arteak fun tzio hori eduki ahal izatea bere 
izaera kritiko edo politikotik ageriko zerbait gisa ondoriozta daite-
ke. Ikerketa artistikoa —eta ondorioz diziplina— artistaren jarrera 
ideologikoaren mende geratuko li tzateke, eta horrek arazo dezente 
ekar tzen ditu artworldean garran tzia izan dezakeena gu txieneko 
sinesgarritasun akademikoa izan dezakeenera eramaten badugu. 
$GJKPV\CVFK\KRNKPCGTGFWJQTTGVCPQKPCTTKVWVCMQ#TVG'FGTTGP
Fakultate bat ikasle engagésen eta behar ez bezalako ikasle engagésen 
arteko banaketan bere ikerketa-programa oinarrituko lukeen fakul-
tate bakarra izango li tzateke. Zehazteke geratuko li tzateke nola eta 
nork ezar lezakeen administratiboki politika-zuzenketa hori.
Baina goazen paragrafo baten inguruan soilik arreta jar tzera, 
paragrafo horretan research mota horren kontraesan nagusia iragar-
V\GPDCKVC'FQ\GKPCTVGKMGTMGVCKV\WNRGPGIKVGDCVFGNCFGHGPFCVW
ostean, egileak baiezta tzen du “artelan autonomoak deiturikoek” 
ere hizkun tza batetik bestera i tzul tzen dutela, nahiz eta “inolako 
ikerketan parte har tzeko inolako asmorik ez duten”. Horrek ez du 
esan nahi ezin direla zenbatu edo ezin direla diziplina-praktiken 
zati izan. Obra horiek bereizten duena hauxe da: ez dutela arriskuan 
jar tzen “artearen historialarien eta galeristen artean, artista eta 
iker tzaileen artean, adimenaren eta zen tzumen artean ezarritako 
NCPDCPCMGVCq2CTCITCHQCQPFQTGPIQGUCNFKJQPGMKPCOCKV\GPFC
“Izan ere, artearen ikerketaren kontrako ezinikusi kon tserbadorea 
dator mugen desegite meha txuaren ustetik, eta horregatik, maiz, 
eguneroko jardunean, arte-ikerketari uka tzen zaio artea edo iker-
keta izatea”
Ikusten dugun bezala, arte autonomo ez-iker tzailearen eta arte-
ikerketaren —gizartearen borrokekin konprometitua— arteko 
desberdintasuna ezar tzen da. Aspaldiko polemika da, orain dizi-
plina-eztabaidaren i txura har tzen duena. Benetakoa ez den artea, 
“lanaren banaketa arriskuan jar tzen” ez duena autonomoa izango 
li tzateke, eta benetako artea politikoki “iker tzen” duena izango 
li tzateke. Arte autonomoa autonomoa ez denetik desberdin tzeko, 
fun tsezko desberdintasuna ahazten da, arteaz “mundu” autonomoa 
egin duena. Artearen autonomia ez dago artistaren borondatearen 
tGFQCUOQQPGPGFQVZCTTGPtOGPFG0CDCTOGPFWFWIWPDG\CNC
gizarte-egitatea da. Berariaz politikoa den arteak autonomo gisa 
LCTTCKV\GPFWMWNVWTCKMWURWPVWDCVGVKM'VCDKUVCMQCFGPDG\CNC
obra baten balio artistiko eta politikoak ezin dira artistak “gizar-
te borrokekin” duen lotura kon tzientearen mailaren mende egon. 
Arte-bitarteko tzaren ondorioz, bizi tza sozialean ezkutatuta dagoen 
zerbait egitate gisa erakusten da, baina artearen lana ez da mundu 
errealeko alderdiren bat froga tzea, azalpen baten bidez. Ikuspuntu 
hori arrisku tsua izan daiteke —arteari buruz hi tz egiten badugu—, 
baldin eta pen tsa tzen badugu artistarenLCTTGTC asertiboak “lana-
ren banaketa” arriskuan jar dezakeela, berariaz edo egite magiko 
bat izango bali tz bezala. Artea ikerketa dela uka tzea —bere izaera 
jardunbide horretakoa ez dela eta gainera kontrakoa dela— ez du 
nahitaez eska tzen jarrera politiko kon tserbadore bat, ezta mugan 
desegiteen beldurra ere13. Ai tzitik, sineskortasun mota berri eta 
orokorraren fruitua delako susmoan oinarritua egon daiteke, eta 
susmo hori artearen “munduan” terminoa naturalizatu den moduak 
berre tsi du; eta praktikan, dakigun bezala zaila da sineskortasuna 
\KPKUOQJWVUGVKMDGTGK\VGC'DKFGPV\KCOQVCDGTTKCMGIKPMK\WP
ideologikoa bete tzen du, eta artworld-ak fun tzio soziala duela esan 
dezake eta “benetako esperien tzia” a tseginarekin ame ts egin, bere 
erretorika kritikoak eskain tzen diona.
Bien artean, Arte Museo eta Zentroetan, Azoketan eta Biena-
NGVCP(CMWNVCVGGVC'UMQNGVCPDGTGJCNC\KWTVCV\GPFWIWGIKPV\CV
jo tzen duguna, alegia, artearen horizontean fun tzio mitiko berria 
sortu dela, azken hamarkadetan galdutako gizarte sineskortasuna 
berreskura tzen lagunduko diguna: iker tzearen artea. Faustroll 
doktoreak profetizatu zuen, beste guztiek bere teorema  txukunak 
VZCPVZCPJCTV\GP\KVW\VGPDKVCTVGCPp2CVCƂUKMCKTWFK\MQKTVGPDK-
dearen zien tzia da, eta lerrokadurak sinbolikoki lo tzen ditu bere 
birtualtasunak deskribatutako objektuen ezaugarriekin14. Inolako 
MG\MCTKMICDGC\MGPKMQPCTFCKVGMGGPFGƂPK\KQC+)DCTVGKMGT-
ketaren proiektuetako hizkun tza berrian. Ziurrenik gogobetez 
berre tsiko luke Steyerlen testuaren ondorioa, hain zuzen hurrengo 
RCTCITCHQCP2CTCITCHQJQTTGVCPDCKG\VCV\GPFWCKRCVWTKMQCTVGKMGT-
keta “erresisten tziaren estetika” izateaz gain, hauxe sor tzen duela: 
“aplikatutako edo aplika daitekeen arte ekoizpenerako trakzioa, 
enpresa-berrikun tzan erabil daitekeena, gizarte-kohesioan, hiri-
marketinean eta kultura-kapitalismoaren beste mila alderditan”.
11. Hito Steyerl, “Aesthetics of Resistance? Artistic 
4GUGCTEJCU&KUEKRNKPGCPF%QPƃKEVqMaHKUzine, 
Journal of Artistic Research  9KPVGT  
JVVRYYYOCJMWPNFQYPNQCFOC*-7\KPG
08_web.pdf 
Gazteleraz: eipcp. Kultura politika eta politika 
aurrerakoien tzako Europako Institutua, 
JVVRGKRERPGVVTCPUXGTUCNUVG[GTNGU
12. Definiziorik ezean, eskain tzen zaigun 
adibidea autorearena da The Building 
.CP
horretan Linzeko Arte Akademian dagoen erai-
kinean nazismoaren esklabo tza-lanaren aztar-
PGPICKPGMQKMGTMGVCICTCVW\WGP7TVGJQTTG-
VCP.KP'WTQRCMQ-WNVWTCTGP*KTKDWTWC\GP 
'TCKMKPGMQDGTQICKNWGM/CWVJCWUGPGMQMQP
tzentrazio-esparrutik etor zitezkeela aurki tzea, 
zalan tzarik gabe, datu interesgarria da tokiko 
historiaren tzat, eta arte edo literatura-lan bat 
gara tzeko arrazoi bilakatu daiteke lasai asko. 
Baina aurkikun tza berez, berbaldiaren artiku-
lazio gehiagorik gabe, ezin da ikerketa gisa 
ulertu —munduaren ezagu tza arrazional bati 
lagun tzen dion hipotesi bat egiazta tzeko edo 
fal tsu tzeko. Besterik gabe, ez dagoelako ezer 
frogagarria denik aurkikun tza horretan, kul-
tura, gizarte edo tokiko politikaren historia-
ren ezagu tzari dagokionez. Soilik erakusten edo 
nabarmen tzen du eraikin publiko baten iragan 
zeha tzeko eta indibidualeko datu esangura tsu 
bat. Hemen nahasten da ikerketa zen tzu akade-
miko edo diziplinarrean, detektibe edo polizia 
ikerketa gisa ulertutakoarekin —beti lotuta 
kasuari, inoiz ez balio frogagarri edo orokor-
garria LC\QGTCVKM harago. Ikerketa terminoaren 
adiera horrek, hain zuzen ere, diziplina-meto-
dologiaren i txurak egin nahi ez baditu, arte-
jokaerarekin an tzak manten tzen ditu.
13. Adibide ezagun bat: Histoire(s) du cinéma 
)QFCTFGPC
G\FCIQMKQDGTDCNFKCTGP 
eraketa gisa, Zinemaren Historiari, ezta Histo-
ria Garaikideari ere; nabaria denez, Film esaten 
diogun hori da. Horregatik esan daiteke ederra 
eta izugarria dela. Bestalde, egia da Historia 
eta Zinemari buruz gehiago ikasi daitekeela 
saiakera-zinemaren pieza hori ikusita Zinema-
ren Historiari buruzko tratatu diziplinatu eta 
metodikoak irakurrita baino. Baina hori ez da 
gerta tzen zen tzu akademikoan ikerketa bat osa-
tzen duelako, bazik eta kontrakoa, gauzak uler-
tzeko beste modu bat eskain tzen digu, diziplina-
berbaldien automatismoak apurtuz. Lortutako 
obra —arte-bitarteko tzakoa— da, besterik ez.
14. Alfred Jarry, Hechos y dichos del Dr. Faustroll, 
Patafísico$CTV\GNQPC/CFT½IQTC

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Directora: 
Yaiza Hernández Velázquez
'UVG NKDTQ HQTOC RCTVG FGN RTQ-
yecto “Actas”, publicaciones que 
recogen los distintos seminarios y 
cursos desarrollados dentro de la 
RTQITCOCEKÏPFGN%GPVTQ%WNVWTCN
/QPVGJGTOQUQ -WNVWTWPGC 'U
WPCEQORKNCEKÏPFGNCUFKUVKPVCU
ponencias presentadas en el cen-
tro como parte del curso titulado 
Inter/Multi/Cross/Trans. El territo-
rio incierto de la teoría del arte en 
la época del capitalismo académico, 
SWGVWXQNWICT NQUFÉCU[FG
diciembre de 2010.
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Yaiza Hernández Velázquez 
+PXGUVKICFQTC [ ECPFKFCVC FQE-
toral en el Centre for Research 
KP/QFGTP'WTQRGCP2JKNQUQRJ[

.QPFTGU %QP CPVGTKQTKFCF JC
trabajado, entre otras cosas, como 
FKTGEVQTCFGN%'0&'#%
/WTEKC
EQPUGTXCFQTCFGN%##/
.CU2CN-
OCUFG)TCP%CPCTKC[RTQHGUQTC
en la Facultad de Bellas Artes de 
/KFFNGUGZ7PKXGTUKV[ 
.QPFTGU
Ha realizado también una extensa 
labor como traductora, editora y 
RTQHGUQTCKPXKVCFCGPXCTKCUKPUVK-
tuciones artísticas y académicas.
'P NCRTKOCXGTCFGN:CDKGT#TCMKUVCKP[$GCVTK\*GTT½G\
OG KPXKVCTQP C HQTOCTRCTVG FGN LWTCFQSWGFGDÉC CUKIPCT NCU
DGECUCPWCNGUFGp#TVGGKPXGUVKICEKÏPqSWGJCDÉCPKPKEKCFQFGU-
FG/QPVGJGTOQUQ;CGPVQPEGUEQORCTVKOQUCNIWPCEQPXGTUCEKÏP
–salpicada por algo de perplejidad– respecto al repentino inte-
rés de todo el mundo por un problema que hasta ese momento 
RCTGEÉCKPGZKUVGPVGGNFGFGƂPKTWPCEQUCNNCOCFCpKPXGUVKICEKÏP
artística”12QEQO½UFGWPCÍQFGURWÅUPQUTGWPKOQUFGPWGXQ
GPGNGPEWGPVTQSWGFCTÉCNWICTCGUVCRWDNKECEKÏP2CTCGPVQPEGU
JCDÉCEQUCURGQTGUFGNCUSWGRTGQEWRCTUG.QUpDTQVGUXGTFGUqFG
WPECRKVCNKUOQ\QODKGPQTGURQPFÉCPCUWUTGRGVKFCUKPXQECEKQPGU
.CFKOGPUKÏPFGNHTCWFGUKUVÅOKEQEQOGP\CDCCECNCTGPNQU½PK-
mos occidentales a medida que los recortes sociales se recrudecían, 
haciéndose sentir de manera tajante y apenas anticipada. Hacía 
CÍQUSWGUCDÉCOQUSWGVTCUNCFGUCRCTKEKÏPFGNDNQSWGUQXKÅVKEQ
PWGUVTQHT½IKNGUVCFQFGNDKGPGUVCTJCDÉCUQDTGXKXKFQCUWHWPEKÏP
RCEKƂECFQTC[PCFC[CCRWPVCDCCUWNQPIGXKFCFRGTQCÖPCUÉGN
oportunismo con el que los estados se sumaron al carro de la “aus-
VGTKFCFqPQUEQIKÏCVQFCUGPRCÍQUOGPQTGU
.CWPKXGTUKFCFPQUGNKDTÏFGNCSWGOC'PNQURCÉUGURGTVGPGEKGP-
VGUCGUGKPGHCDNGGURCEKQGWTQRGQFGGFWECEKÏPUWRGTKQTFKUGÍCFQ
RCTCRTQOQXGTGNNKDTGVT½PUKVQFGGUVWFKCPVGUENKGPVGUNCKFGCFG
SWGNCUWPKXGTUKFCFGUFGDGPFKTKIKTUWUGUHWGT\QUCpEQORGVKTqGP
WPHCPVCUO½VKEQOGTECFQGFWECVKXQINQDCNJCVCTFCFQOW[RQEQGP
EQPXGTVKTUGGPFQIOC2'PGUVGEQPVGZVQNCEQPUKIPCFGSWGTGUWN-
VCPGEGUCTKQFGƂPKT
EQPXGTVKTGPEWCPVKƂECDNG[XGPFKDNGPWGUVTC
GNWUKXCKPXGUVKICEKÏPCTVÉUVKECFGLCFGUGTFGUEQPEGTVCPVG[EQOQ
KPFKEC/CTKPC8KUJOKFVUGXWGNXGUKORNGOGPVGUKPVQO½VKEC3. 
+PFGRGPFKGPVGOGPVGFGNQPQXGFQUQSWGWPFQEVQTCFQGP$GNNCU
Artes pueda parecer en ciertos contextos, en algunos países del 
GURCEKQ GWTQRGQ 
EQOQ'URCÍC ÅUVQU JCP GZKUVKFQ FGUFGJCEG
mucho tiempo sin que nadie se preocupara gran cosa por ellos. 
'NRTQDNGOCRQTVCPVQPQEQPUKUVGGPUCDGTUKUGFGDGQPQQVQT-
gar doctorados a los artistas, un gesto que en sí resulta bastante 
DCPCN7PCTVKUVCEQPFQEVQTCFQPQGUPGEGUCTKCOGPVGOGLQT
PK
RGQTCTVKUVCGUUÏNQWPCTVKUVCSWGJCRCUCFQO½UVKGORQGPVTCVQU
EQPNCWPKXGTUKFCF.C7PKXGTUKFCFsCNOGPQURWVCVKXCOGPVGs
GUWPUKUVGOCRCTCNCEGTVKƂECEKÏPWPKXGTUCNOGPVGQDLGEVKXCDNG[
estandarizada de saberes y competencias. Ahí reside, sin duda, su 
ECT½EVGTTGUVTKEVKXQ[EQPUGTXCFQT
GNFQEVQTCFQEQOQNCNGIKVKOC-
EKÏPFGNQGOGTIGPVGRQTNQ[CGZKUVGPVG2GTQGPGUCCODKEKÏP
WPKXGTUCNK\CPVGTGUKFGVCODKÅPNCFGOCPFCFGSWGNQUTGUWNVCFQU
KPXGUVKICFQTGUUKTXCPRCTCJCEGTCXCP\CTWPEQPQEKOKGPVQEQNGEVK-
XQSWGUGIGPGTGWPCEGTDQSWGPQGUUÏNQOQXKNK\CFQRCTCKORWN-
UCTNCVTC[GEVQTKCKPFKXKFWCNUKPQRCTCGPTKSWGEGTFGHQTOCEQP-
VTCUVCDNGGNUCDGTVGPKFQGPEQOÖP4. José Díaz Cuyás apunta en su 
EQPVTKDWEKÏPCGUVGXQNWOGPSWGGNVKRQFGUCDGTGU[EQORGVGPEKCU
SWGUGQDVKGPGPGPWPCHCEWNVCFFG$GNNCU#TVGU
FGUFGGNITCFQ
CNFQEVQTCFQFKHÉEKNOGPVGRWGFGPUGTQDLGVKXCFQU[GUVCPFCTK\C-
FQUWPKXGTUCNOGPVG
FGCJÉRCTVKTÉCNCTGKXKPFKECEKÏPFGOCPVGPGT
WPGUVCVWUGZEGREKQPCNRCTCGNCTVGFGPVTQFGNCCECFGOKC2GTQ
CFGO½UEQOQ#PFTGY/E)GVVKICPJCCFXGTVKFQGPUWHQTOCO½U
reciente, cuando pretenden responder a la demanda de estandari-
\CEKÏPNQUFQEVQTCFQUGPCTVGCOGPWFQEQPUKUVGPGPpWPRTQ[GE-
VQFGKPXGUVKICEKÏPKPFKXKFWCNSWGFGJGEJQFGVGTOKPCNQUETKVG-
TKQUGURGEÉƂEQUSWGUGFGDGPWVKNK\CTRCTCUWGXCNWCEKÏPƂPCNq5. 
'UVQSWGUGCEGTECRGNKITQUCOGPVGCNUQNKRUKUOQUGCNGLCFGNCKFGC
'PVTGNCUPWOGTQUCURWDNKECEKQPGUFGFKEC-
FCUCFGXCPCTUGNQUUGUQUEQPVCNEWGUVKÏPRQT
aquellas fechas estarían M. A. Holly y M. Smith 

GFUWhat is Research in the Visual Arts?, 2009; 
,4GCTFQP
GFCh-changes, 2009; S. H. Madoff 

GFThe Art School,'NMKPUArtists with 
PhDs-/CE.GQF[.*QNFTKFIG 
GFU
Thinking Through Art
)5WNNKXCP
Art Practice as Research'UVQRQTPQEKVCT
NCUPWOGTQUCUTGXKUVCUQPNKPGCTVÉEWNQUUKO-
posios y conferencias dedicados a la misma 
EWGUVKÏP
8ÅCUGYYYGGGUGUFQPFGUGGZRNKECNCXGT-
UKÏPJGTQKECFGVQFQGUVQ.CGZRNKECEKÏPRGFGU-
tre y algo más creíble aparece en L. Alegre y V. 
/QTGPQ
GFUBolonia no existe)KRÖ\EQC*KTW
)TCP$TGVCÍCUGGPEWGPVTCJQ[UÏNQRQT
FGVT½UFG0QTVGCOÅTKECGPGNpOGTECFQGFWEC-
VKXQINQDCNqCWPSWGNCEQORQUKEKÏPFGÅUVGGUV½
ahora mismo sufriendo una considerable trans-
HQTOCEKÏP
GUFWFCDNGRQTGLGORNQSWG%JKPC
UKICGPXKCPFQUWUGUVWFKCPVGUC0QTVGCOÅTKEC
['WTQRCUKEQPUKIWGEQORTCTNCECRCEKFCFFG
acreditar titulaciones externas en sus propias 
WPKXGTUKFCFGU8ÅCUG#PFTGY4QUUp.CGOGT-
IGPEKCFGNCWPKXGTUKFCFINQDCNqGPGNOW[TGEQ-
mendable .CWPKXGTUKFCFGPEQPƃKEVQ%CRVWTCU[
fugas en el mercado global del saber'FW(CEVQT[
[7PKXGTUKFCF0ÏOCFC
EQORU/CFTKF6TCƂ-
ECPVGUFG5WGÍQRR4GURGEVQCN
modelo norteamericano, donde las miserias de 
GUVGRTQEGUQUGXGPO½UENCTCOGPVGGPRT½EVK-
ECXÅCUG5JGKNC5NCWIJVGT[)CT[4JQCFGUAca-
demic Capitalism and the New Economy. Markets, 
state and higher education[
LWPVQC.CTT[
..GUNKGAcademic Capitalism. Politics, policy and 
the entreprenerial university, 1997, ambos publica-
FQURQT,QJPU*QRMKPU7PKXGTUKV[2TGUU[FGNQU
SWGGUVGNKDTQGPRCTVGVQOÏUWPQODTG
 *WGNIC FGEKT SWG NC RTGQEWRCEKÏP FG NCU
escuelas y facultades de arte por hacer los 
FGDGTGU[C[WFCTCEWCPVKƂECTSWÅFGDGEQPU-
tituir un crédito académico cuando se aplica a 
NCGPUGÍCP\CCTVÉUVKECGURQTUWRWGUVQCPVG-
rior al 2010. Vale la pena explorar alguna de 
NCHTCUGQNQIÉCFGTGFGUEQOQ'.+#
'WTQRGCP
.GCIWGQH+PUVKVWVGUQHVJG#TVU'#40
'WTQ-
RGCP#TVKUVKE4GUGCTEJ0GVYQTM7(4#&
'WTQ-
pean Forum for Research Degrees in Art and 
&GUKIP[NCTGFFGTGFGU5*#4'
5VGR%JCPIG
HQT*KIJGT#TVU4GUGCTEJCPF'FWECVKQP
'UVQUGRNCPVGCEQOQWPTGSWKUKVQFGNCKPXGU-
VKICEKÏPCPKXGNFQEVQTCNEQPKPFGRGPFGPEKCFG
NCECPVKFCFFGXGEGUSWGNQUTGUWNVCFQUFQEVQTC-
les no consigan estar a la altura de dicho requi-
UKVQ0QUGVTCVCRWGUFGFGHGPFGTNCTGCNKFCF
de facto de ninguna de estas posturas, sino de 
contrastar sus horizontes.
#PFTGY/E)GVVKICPp#TV2TCEVKEGCPFVJG
Doctoral Degree” publicado originalmente en 
After- all online www.afterall.org/online/art-
RTCEVKEG CPFVJGFQEVQTCNFGITGG 
EQPUWNVC-
FQGNFGUGRVKGODTG&KURQPKDNGVCO-
DKÅPGPGNOCIPÉƂEQDNQIFG/E)GVVKICPFQPFG
se da cuenta con ejemplar rigor del insostenible 
GLGTEKEKQFGƂPCPEKCEKÏPSWGJCCEQORCÍCFQNC
TGHQTOCWPKXGTUKVCTKCGPGNEQPVGZVQDTKV½PKEQ
XÅCUGJVVRCPFTGYOEIGVVKICPQTI
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FGWPCKPXGUVKICEKÏPCECFÅOKECVTCFKEKQPCNCNVKGORQSWGGUVC-
DNGEGWPFWFQUQOQFGNQFGUGTXKEKQCNENKGPVG
#UÉ[VQFQNCpKPXGUVKICEKÏPqFGNCKPXGUVKICEKÏPCTVÉUVKECPQTGUWN-
ta problemática cuando la utilizamos en un sentido cotidiano, para 
referirnos a lo quiera que hacen los artistas cuando desarrollan 
UWRTQEGUQFGVTCDCLQ7PRTQEGUQFGVTCDCLQ
SWGEQOQGNVTCDCLQ
FGNCUUQEKGFCFGUVGTEKCTK\CFCUGPIGPGTCNUGJCXWGNVQETGEKGPVG-
OGPVGKPOCVGTKCN6TCVCTFGFGƂPKTGPSWÅEQPUKUVGGUTGURQPFGTC
un falso problema, aunque a una demanda real lanzada desde los 
EWGTRQUCFOKPKUVTCVKXQU*CUVCCJQTCGNCTVGJCHWPEKQPCFQEQOQ
WPECORQFGGZEGREKQPCNKFCFFGPVTQFGNCWPKXGTUKFCFCJQTCFGDG
alinearse. La facultad pierde autonomía y autoridad para dar fe 
RQTUÉOKUOCFGNGUV½PFCTFGNGUVWFKCPVG
WPUKUVGOCKORGTHGEVQ
XWNPGTCDNGCCDWUQURGTQSWGRQTNQOGPQURGTOKVÉCWPCEKGTVC
XCTKGFCFFGGUV½PFCTGU
2QTOWEJQSWGNQUIGUVQTGUWPKXGTUKVCTKQUUGGORGÍGPGPHQT\CTC
cuerpos de facultad a producir infértiles informes jugando al juego 
FGNCƂEEKÏPDWTQET½VKEC
JC[CNIQFGJWOKNNCEKÏPTKVWCNGPGNNQNC
KPXGUVKICEKÏPCTVÉUVKECGPVGPFKFCGPGUGUGPVKFQXCIQ[EQVKFKCPQPQ
XCCVQTPCTUGGPPCFCOW[FKHGTGPVGFGNQSWGXKGPGUKGPFQJCUVC
CJQTC'NRGNKITQETGQPQTGUKFGCJÉ*C[CNIQGZVTCÍCOGPVGKPVGO-
RGUVKXQGPNCKFGCTGRGVKFCJCUVCNCUCEKGFCFFGSWGGNRTQDNGOC
fundamental de Bolonia consiste en pretender encorsetar a una 
GPUGÍCP\CCTVÉUVKECpKPFKUEKRNKPCFCqGPNQUTÉIKFQURCT½OGVTQUFG
NCGUVTWEVWTCWPKXGTUKVCTKC6'UVQPQGUUÏNQRQTSWGGUVCKFGCRWGFG
JCEGTRGPUCTSWGWPCQRGTCEKÏPEQOQ$QNQPKCEW[CNÏIKECQTIC-
PK\CFQTCGUNCFGOCZKOK\CTNCUQRQTVWPKFCFGURCTCTGEQPXGTVKT
DKGPGURÖDNKEQUGPTGEWTUQURTKXCFQURTGUGPVCGZENWUKXCOGPVGWP
RTQDNGOCRGFCIÏIKEQQEWTTKEWNCT#FGO½UFGGNNQRCTGEGSWGTGT
JCEGTPQURGPUCTSWGOKGPVTCUNCGPUGÍCP\CCTVÉUVKECUGTGXQNWEKQ-
PCGNTGUVQFGNCWPKXGTUKFCFRGTOCPGEGKPOWVCDNGWPCKFGCSWG
–en el actual escenario– podría pasar por tranquilizadora.
#UÉRQTGLGORNQGPWPTGEKGPVGKPVGTECODKQ'XC'IGTOCPUG
NCOGPVCFGSWGpNQUEWTTÉEWNQUWPKXGTUKVCTKQUGUV½PFKUGÍCFQURCTC
introducir a los estudiantes a las metodologías y los hábitos de 
WPCUFKUEKRNKPCUGURGEÉƂECUGPNWICTFGFQVCTNGUFGJCDKNKFCFGUEQP
CRNKECEKÏPRT½EVKECq[/CTKQPXQP1UVGPFGSWGpNCOQXKNKFCFUQEKCN
GUGNRTKXKNGIKQFGCSWGNNQUSWGUGUQOGVGPCNCEGTVKƂECEKÏPQƂEKCN
EWCNSWKGTQVTQEQPQEKOKGPVQCFSWKTKFQGPNCXKFCEQVKFKCPCQGP
el lugar de trabajo se queda sin reconocimiento social, respetando 
CUÉNCFKXKUKÏPFGNVTCDCLQ[NCLGTCTSWÉCFGENCUGUq7. Ambas decla-
raciones son cuando menos desconcertantes en un contexto en el 
SWGNCWPKXGTUKFCFUGXGUQOGVKFCCTGHQTOCUSWGRTGEKUCOGPVG
parecen ir dirigidas a excluir de sus competencias cualquier tipo 
FGEQPQEKOKGPVQSWGPQVGPICWPCpCRNKECEKÏPRT½EVKECqRQTNQ
que básicamente se entiende una utilidad para el cuerpo empresa-
TKCNQWPCECRCEKFCFRCTCIGPGTCTRNWUXCNÉCUOGFKCPVGRCVGPVGUW
QVTQUEGTECOKGPVQUFGNVTCDCLQKPVGNGEVWCN2QTQVTQNCFQNCSWGLCFG
que el “conocimiento adquirido en el lugar de trabajo se queda sin 
reconocimiento social” resulta francamente obsoleta en la era del 
work-based learning8'UUKPFWFCEKGTVQSWGOWEJÉUKOCUVCTGCUPK
TGEKDGPPKUGUQOGVGPCWPCEGTVKƂECEKÏPCECFÅOKECRGTQNCDCVC-
lla hoy no puede establecerse en los mismos términos que enmar-
ECTQPGPNQUUGUGPVCNCFGHGPUCFGNCGPUGÍCP\CRQNKVÅEPKEC9.
'PUWEQPVTKDWEKÏPCGUVGNKDTQ&KGVGT.GUCIGRNCPVGCQVTCRQUK-
DKNKFCF.GLQUFGSWGFCTGPEQTUGVCFCGPETKVGTKQUTÉIKFQU[RTGƂ-
LCFQURWGFGUGTSWGNCKPXGUVKICEKÏPCTVÉUVKECUKTXCEQOQOQVQT
6. Robo el término a Irit Rogoff, que gusta de 
JCDNCTFGpGUVWFKQUKPFKUEKRNKPCFQUq'NRGNKITQ
de situarse a priori en ese territorio “indiscipli-
nado” es permanecer obstinadamente inatenta 
a los academicismos en los que incurrimos.
8ÅCUG(CJKO#OKT'XC'IGTOCPP/CTKQP
XQP1UVGP[2GVGT5RKNNOCPPp9JCV5JCNN9G
Do...?” en GƃWZLQWTPCN, junio-agosto 2010, 
pp. 7 y 9. 
8. O “aprendizaje basado en el trabajo”, la capa-
EKFCFETGEKGPVGFGNCUWPKXGTUKFCFGURCTCEQO-
putar horas de trabajo realizadas en entornos 
NCDQTCNGUEQOQETÅFKVQUCECFÅOKEQU'NGLGORNQ
O½UENCTQGUNCIGPGTCNK\CEKÏPFGNQURGTKQFQU
“en prácticas” como requisito de los grados y 
RQUVITCFQU2GTQO½UCNN½FGÅUVQUNCVGPFGPEKC
GUCNCIGPGTCNK\CEKÏPFGEWTUQUFKUGÍCFQURCTC
completarse casi completamente en el lugar 
de empleo; un ejemplo serían los foundation 
degreesSWG NC/CPEJGUVGT/GVTQRQNKVCP7PK-
XGTUKV[CETGFKVCRCTCGORNGCFQUFG$QQVU6GU-
EQ[/E&QPCNFUXÅCUGYYYOOWCEWMPGYU
CTVKENGU
EQPUWNVCFCGNFGUGRVKGODTG
FGN
'PVQPEGUCÖPUGRQFÉCCTIWOGPVCTEQPEKGT-
VCECRCEKFCFFGEQPXKEEKÏPPQOGTOCFCRQTNC
JKUVQTKCSWGÅUVCKORGFKTÉCSWGNCFKXKUKÏPFG
ENCUGUUGTGRNKECTCCPKXGNGFWECVKXQ'UVGGURQT
GLGORNQGNCTIWOGPVQFG'TKE4QDKPUQPGPThe 
New Polytechnics: A Radical Policy for Higher Edu-
cation, Londres: Cornmarket, 1968. Debo esta 
referencia al fascinante recuento de Lisa Tick-
ner, *QTPUG[6JG#TV5EJQQN4GXQNWVKQP, Lon-
dres: Frances Lincoln Limited, 2008. 
10. Dieter Lesage, “La teoría y la academia” en 
GUVGXQNWOGP%TGQSWGXCNGNCRGPCUGTECWVC
antes de demonizar las “ciencias naturales” o 
GUVCDNGEGTNÉPGCUCPVCIÏPKECUHTGPVGCNCUEQNG-
ICUEKGPVÉƂECU#WPSWGGUEKGTVQSWGNCUJWOC-
nidades en general y el arte en particular han 
tenido que hacer esfuerzos indebidos y has-
ta estrafalarios para encajar en unos criterios 
CECFÅOKEQUFKUGÍCFQUCOGFKFCFGNCUEKGPEKCU
NCUEKGPEKCUPQUÏNQPQPCXGICPEÏOQFCOGP-
VGNCUFGOCPFCUFGNCWPKXGTUKFCFOGTECPVKN
UKPQSWG
RQTUWOC[QTECRCEKFCFRCTCIGPGTCT
RCVGPVGUUWHTGPFGUOGUWTCFCOGPVGUWUGHGEVQU
RGTPKEKQUQU2GPUGOQURQTGLGORNQGPNCTGCE-
EKÏPFGNCEQOWPKFCFEKGPVÉƂECFGN4GKPQ7PK-
do ante la demanda de que las solicitudes de 
HQPFQURCTCKPXGUVKICEKÏPHWGTCPCEQORCÍC-
FCUFGWPKPHQTOGUQDTGUWRQUKDNGXCNQTpGEQ-
PÏOKEQ[UQEKCNq
GUFGEKTUWCVTCEVKXQEQOGT-
EKCNNQSWGUGEQPQEKÏEQOQpimpact summary” 
http://www.timeshighereducation.co.uk/story.
CUR!UVQT[EQFG 
EQPUWNVCFQ GN  FG
CIQUVQFG2GPUCTSWGGNQDLGVKXQGUJCEGT
que las artes se parezcan más a las ciencias es 
FGUXKCTNCCVGPEKÏPFGNRTQDNGOCGNQDLGVKXQGU
que ambas se parezcan más a la mercancía.
11. Lesage, op. cit.
,QJP4QDGTVUpn'NVGTTKVQTKQKPEKGTVQFGNC
teoría del arte’: Bildung7PKXGTUKFCF[PWGXCU
CTVKUVCUqGPGUVGXQNWOGPR½IKPCU::::'N
incremento sustancial de las tasas de matrícula 
RCTCNCGFWECEKÏPUWRGTKQTNKICFQCNCEQPEGP-
VTCEKÏPFGNQUpEGPVTQUFGGZEGNGPEKCqGP½TGCU
OGVTQRQNKVCPCU EQPGNGXCFQU EQUVGUFGXKFC
JCEGPFKHÉEKNEQPEGDKTGUVQUpGPENCXGUqGPVÅT-
OKPQUCNGLCFQUFGNCGZENWUKÏPFGENCUG
'PGUVGUGPVKFQTGUWNVCGNQEWGPVGNCTGEKGP-
VGCƂTOCEKÏPFG4QUCNKPF-TCWUUFGSWGpGN
CDCPFQPQFGNCGURGEKƂEKFCFFGNOGFKQOCT-
ECNCOWGTVGFGNCTVGUGTKQqXÅCUG-TCWUUPer-
petual Inventory%CODTKFIG/+62TGUU
RZKKK#ƂTOCEKQPGUUKOKNCTGUUKDKGPPQVCP
TCFKECNGUJCPXGPKFQVCODKÅPFGNCOCPQFG
$GPLCOKP$WEJNQJ*CN(QUVGT[QVTQU 
/GP-
EKÏPCRCTVGOGTGEG6,%NCTMEW[COGNCPEQ-
NÉCUKIWGUKGPFQO½UFKHÉEKNFGTGDCVKT4QDGTVU
QHTGEGWPEQPXKPEGPVGEQPVTCCTIWOGPVQCGUVC
postura en su The Intangibilities of Form. Skill and 
Deskilling in Art after the Readymade, Londres: Ver-
so, 2007.
6JKGTT[FG&WXGp9JGP(QTOJCU$GEQOG
Attitude– Any Beyond” en Stephen Foster and 
0KEJQNCUFG8KNNG
GFUThe Artist and the Acade-
my: Issues in Fine Art Education and The Wider Cul-
tural Context, Southampton: John Hansard Gal-
lery, 1994, pp. 23-40, p. 40.
&G&WXGloc. cit.
FGWPCVTCPUHQTOCEKÏPFGNCWPKXGTUKFCFtout court5GIÖPUWNGE-
VWTCFGNCUKVWCEKÏPUGTÉCDKGPRQUKDNGSWGNQUPWGXQUHQTOCVQU[
TGFGUFGFKHWUKÏP[EQNCDQTCEKÏPFGNQUTGUWNVCFQUKPXGUVKICFQTGU
SWGUGXWGNXCPCEGRVCDNGUGPNCCECFGOKCITCEKCUCNQUGUHWGT\QU
TGCNK\CFQURCTCCEQOQFCTNCKPXGUVKICEKÏPCTVÉUVKECRTQXQECTCP
pGNƂPCNFGNCJGIGOQPÉCFGNCUEKGPEKCUPCVWTCNGUqFGPVTQFGNC
academia10.CKPXGUVKICEKÏPCTVÉUVKECCSWÉHWPEKQPCTÉCEQOQWP
caballo de Troya capaz de destruir desde dentro el sistema que 
NCJCIGPGTCFQ#JÉTCFKECTÉCRCTC.GUCIGGNXCNQTFGN2TQEGUQFG
$QNQPKCGPGNJGEJQFGSWGpRQUGGNCGZVTCÍCECRCEKFCFFGFGTTQ-
tarse a sí mismo”110QOW[NGLQUFGGUVCRQUVWTCUGUKVWCTÉCNCFG
John Roberts en su defensa de los doctorados en Bellas Artes como 
pGPENCXGUqFGRGPUCOKGPVQETÉVKEQEQOQGNNWICTFQPFGpEQPUVTWKT
NCUEWCFTKNNCURKQPGTCUSWGFCT½PHQTOCCNCFKTGEEKÏPRTQITGUK-
XCFGHWVWTCUNWEJCUCTVÉUVKECU[EWNVWTCNGUq12. Ambos comparten 
una lectura fundamentalmente optimista respecto a la capacidad 
de las facultades de Bellas Artes para actuar como sedes de resis-
VGPEKCVTCPUHQTOCFQTCFGPVTQFGWPCWPKXGTUKFCFETGEKGPVGOGPVG
JQUVKN#ODQUUGOWGUVTCPTGVKEGPVGUCPVGGNKPVGPVQFGUGÍCNCTC
la “inter/multi/cros/trans-disciplinariedad” como un problema. Sin 
FWFCRQPGTGPEWGUVKÏPNCRGTVKPGPEKCFGRGTUGIWKTWPCXGTFCFGTC
transdisciplinariedad podría hacernos pensar en el tipo de críticas 
OGNCPEÏNKECUSWGJCPRTQNKHGTCFQTGEKGPVGOGPVG
KPENWUQFGUFGNC
K\SWKGTFCTGKXKPFKECPFQRT½EVKECUCTVÉUVKECUEKOGPVCFCUUQDTGGN
UCDGTJCEGTCTVGUCPCNGNOCPGLQETGCVKXQFGNOGFKQ[GNFQOKPKQFG
NCVÅEPKEC7PCURT½EVKECUSWGUGRTGUGPVCPEQOQXGPKFCUCOGPQU
por un pernicioso culto a la teoría que se le achaca al arte post-
conceptual13. 
0QGUFKHÉEKNRGTEKDKTCNIQFGGUVGNCOGPVQGP6JKGTT[FG&WXG
EWCPFQFGUETKDGNCGXQNWEKÏPFGNQUOQFGNQUFGGPUGÍCP\CCTVÉUVK-
ECWVKNK\CPFQWPCGUVTWEVWTCVTKRCTVKVC'PUWGUSWGOCGNRTKOGT
modelo de la academia tradicional respondería a la tríada talento/ 
metierKOKVCEKÏPNCCECFGOKCFGVGEVCCWPQUIGPKQUFQVCFQUFGWP
“talento” excepcional que son entrenados en las técnicas de la metier 
[UGQEWRCPGPNCKOKVCEKÏPFGNQUITCPFGUOCGUVTQU'PGNOQFGNQ
OQFGTPQ
ENCTCOGPVGGNHCXQTKVQFG&G&WXGNQUVÅTOKPQUUGTÉCP
ETGCVKXKFCFOGFKQKPXGPEKÏPNCETGCVKXKFCFGPEWCPVQSWGpFQPWPK-
XGTUCNqUGGPVTGPCRCTCGPHTGPVCTUGCUWOGFKQQUQRQTVGRCTVKEWNCT
EQPGNQDLGVKXQFGKPPQXCTO½UCNN½FGUWUNÉOKVGU'PWPVGTEGT
OQOGPVQ
RTGUWOKDNGOGPVGCÖPGNPWGUVTQNCVTÉCFCUGTÉCCEVKVWF
RT½EVKECFGEQPUVTWEEKÏP'UVGUGTÉCGNOQOGPVQGPGNSWGNCpNKP-
IØÉUVKECNCUGOKÏVKECNCCPVTQRQNQIÉCGNRUKEQCP½NKUKUGNHGOKPKU-
OQGNGUVTWEVWTCNKUOQ[RQUVGUVTWEVWTCNKUOQGPDTGXGNCnVGQTÉCo 
GPVTÏGPNCUGUEWGNCUFGCTVG[EQPUKIWKÏFGURNC\CTNCRT½EVKECFG
GUVWFKQCNVKGORQSWGTGPQXCDCGNXQECDWNCTKQETÉVKEQ[NCUJGTTC-
OKGPVCUKPVGNGEVWCNGUEQPNCUSWGGPHTGPVCTUGCNCEQPUVTWEEKÏP[
CRTGEKCEKÏPFGNCTVGq14'UWPCN½UVKOCSWGEQOQTGUWNVCFQFGVQFQ
GUVGKPETGÉDNGFGUGODCTEQ&G&WXGPQEQPUKICXGTO½USWGWP
ejercicio de cinismo. Hoy no nos quedaría otra cosa que la imagen 
residual del paradigma moderno “con menos fe y más sospecha”15.
.CRQUVWTCFG&G&WXGTGEWGTFC
CUWRGUCTCGUGTGEJC\QXKUEG-
TCNCNCpVGQTÉCq
OWEJCUXGEGUNKICFQCWPTGEJC\QCNQUGUVWFKQU
EWNVWTCNGU[RQUEQNQPKCNGUSWGHWPEKQPCDCPEQOQUKIPKƂECPVGUGP
EÏFKIQRCTCTGHGTKTUGCNQpRQRWNCTq[NQpPQQEEKFGPVCNqSWGUQDTG-
XKXKÏCNCUEÅNGDTGUculture wars para renacer fortalecido después del 
FG5GRVKGODTG.CLGTGOKCFCTGEWTTGPVGFGSWGNCWPKXGTUKFCF
JCUKFQVQOCFCRQTpNQUTCFKECNGUqQpNQUTGNCVKXKUVCUqSWGTGITGUC 
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&GGUVGOQFQ5NCIGTQVQTICCNCKPXGUVKICEKÏPCTVÉUVKECWPRCRGNSWG
RTGVGPFGUGTÖPKEQFGPVTQFGNCCECFGOKCGNFGHWPEKQPCTEQOQWPC
OGVCFKUEKRNKPCSWGCVTCXKGUCVTCPUXGTUCNOGPVGVQFCUNCUFGO½U'U
FGEKTUGTÉCUWECT½EVGTKPVTÉPUKECOGPVGOWNVKFKUEKRNKPCT
GUCEQO-
DKPCEKÏPFGEKGPEKCUalfas, betas y gammas, por no decir ya deltas 
TGIWNCTOGPVGOKGPVTCUNCWPKXGTUKFCFGUVQOCFCRQTNQUmanagers. 
2GTQGNGUEGRVKEKUOQCPVGNQUCEVWCNGUOQFGNQUFGKPVGTFKUEKRNKPC-
TKGFCFPQVKGPGRQTSWÅNNGXCTPQUCTGENCOCTNCTGUVCWTCEKÏPFG
TÉIKFCUHTQPVGTCUGPVTGFKUEKRNKPCUPKCTGGUVCDNGEGTNCFKXKUKÏP
del trabajo intelectual, mucho menos a cuestionar la pertinencia 
de “teorizar” frente a un mundo sumido en la praxis utilitaria. 
'UFGEKTNCDÖUSWGFCFGGUCBildung TGXQNWEKQPCTKCCNCSWGUGTGƂG-
TG4QDGTVUPQXCPGEGUCTKCOGPVGTGÍKFCEQPGNEWGUVKQPCOKGPVQ
FGNQUCEVWCNGUOQFGNQUFGKPXGUVKICEKÏPCTVÉUVKECPKUWRQPGWP
rechazo a “la teoría”. De hecho, al hablar del “territorio incierto 
FGNCVGQTÉCFGNCTVGqOGRTGQEWRCDCO½UUWRTGUGTXCEKÏPSWGUW

CRCTGPVGFQOKPQ
'NRTQNÉƂEQ*GPM5NCIGTRWGFGUGTXKTRCTCFGUGPOCTCÍCTCNIWPCU
de las contradicciones en las que gran parte del debate en torno 
CNCKPXGUVKICEKÏPCTVÉUVKECKPEWTTGGPTGNCEKÏPCNCpVGQTÉCq'P
un texto de 2009, comienza hablando de un tipo de conocimiento 
sNCKPXGUVKICEKÏPCTVÉUVKECsSWGpPQRWGFGUGTECPCNK\CFQOGFKCP-
VGTÉIKFCUFKTGEVTKEGUCECFÅOKECU[EKGPVÉƂECUeSWGTGSWKGTGRTGU-
VCTCVGPEKÏPCNQÖPKEQNQEWCNKVCVKXQNQRCTVKEWNCT[NQNQECNeWPC
HQTOCFGRTQFWEEKÏPFGEQPQEKOKGPVQPQOKPCNKPECRC\FGUGTXKTC
WPCXKUKÏPFGNOWPFQTGVKPCN[WPKFKOGPUKQPCNECTCEVGTK\CFCRQT
NCUKPIWNCTKFCFVTCPURCTGPVGq2CTC5NCIGTVCNRTQFWEEKÏPFGEQPQ-
EKOKGPVQFGDGKTCVCFCCWPCpCEVKVWFqKPXGUVKICFQTCECTCEVGTK\CFC
RQTRGTOCPGEGTpCDKGTVC[PQFKUEKRNKPCTqKPUGTV½PFQUGpGPOÖN-
VKRNGUOQFGNQUFGKPVGTRTGVCEKÏPq16'UFGEKTRWGFGUGTCHTQPVCFC
FGUFGWPCXCTKGFCFRQVGPEKCNOGPVGGPQTOG
QOKPÖUEWNCFGOGVQ-
FQNQIÉCU[UCDGTGURTGXKQU[O½UCNN½FGGNNQRWGFGUGTKPVGTRTGVCFC
FGUFGWPCRNWTCNKFCFKIWCNOGPVGCDTWOCFQTC;UKPGODCTIQGN
VGZVQRCUCKPOGFKCVCOGPVGCCƂTOCTSWGNCKPXGUVKICEKÏPGPCTVG
pUGTKIGRQTNCO½UKORQTVCPVGO½ZKOCFGEWCNSWKGTKPXGUVKICEKÏP
EKGPVÉƂECFGUFGVKGORQUKPOGOQTKCNGUNCEQPEKGPEKCFGNCPGEGUK-
FCFFGWPCEQOWPKECEKÏPVTCPURCTGPVGq'UVGIKTQKPGURGTCFQ
RQT
PQFGEKTKPEQJGTGPVG17XCCÖPO½UCNN½GNKPXGUVKICFQTCTVÉUVKEQ
FGDGCVGPGTUGCNQURCT½OGVTQUD½UKEQUFGNCKPXGUVKICEKÏPWPKXGT-
UKVCTKCUCDKGPFQGZRNKECTPQUÏNQRQTSWÅGNECORQFGNCUCTVGU
XKUWCNGUFGDGCHTQPVCTNCURTGIWPVCUSWGUWKPXGUVKICEKÏPRNCPVGC
sino también por qué esas preguntas deben lanzarse desde ese cam-
RQ7PCRTGIWPVCGUVCÖNVKOCSWGTGUWNVCFKHÉEKNFGTGURQPFGTUKP
apelar a la GURGEKƂEKFCF del campo artístico, que paso seguido se 
TGXGNCCUÉ
¥UVC[NCCPVGTKQT*GPM5NCIGTp'FKVQTKCNq
en MaHKUzine  # 0COGNGUU 5EKGPEG 
XGTCPQ
RRR
'UFKHÉEKNGPVGPFGTEÏOQRQTGLGORNQ5NCIGT
TGEQPEKNKCUWCRGNCEKÏPCpOÖNVKRNGUOQFGNQU
FGKPVGTRTGVCEKÏPqEQPGUCUWRWGUVCpEQOWPK-
ECEKÏPVTCPURCTGPVGqFGNCSWGXGPKOQUFKUHTW-
VCPFQFGUFGVKGORQUKPOGOQTKCNGU'UFGEKT
CÖPEWCPFQUGUGCGUEÅRVKECCNCJQTCFGTGEQ-
nocer dicha transparencia inmemorial, huelga 
decir que apelar a diferentes modelos de inter-
RTGVCEKÏP KORNKEC EGNGDTCT SWG ECFCWPQFG
GNNQUFGXGPFTÉCGPWPCNGEVWTCFKUVKPVCVGLKGP-
do así una urdimbre de sentidos más bien den-
sa y opaca.
18. Ibid., p. 5.
eNCHQTOWNCEKÏPFGWPRTQDNGOCFGUFGWPRTQEGUQCTVÉUVKEQUKVWCEKQ-
PCNGURGEÉƂEQ[O½UCNN½FGGUQNC=ECRCEKFCFFG?KPVGTEQPGEVCTGUG
RTQDNGOCGPWPCEQPUVGNCEKÏPCDKGTVCEQPXCTKQUUKUVGOCU[FKUEKRNKPCU
FGEQPQEKOKGPVQ'UVQURTQ[GEVQUFGKPXGUVKICEKÏPCTVÉUVKECRCTGEGP
DWTNCTNCUFKUEKRNKPCUDKGPFGƂPKFCU[CSWGEQPQEGPNCUEWGUVKQPGU
JGTOGPÅWVKECUFGNCUJWOCPKFCFGU
NCUEKGPEKCUalfaRQPGPGPRT½E-
VKECOÅVQFQUGORÉTKECOGPVGEKGPVÉƂEQU
NCUEKGPEKCUbeta[GUV½PCN
VCPVQFGNEQORTQOKUQ
NCUEKGPEKCUgamma&CFCUWECRCEKFCFRCTC
OGVGTUGGPTGNCEKQPGUGRKUVGOQNÏIKECUPWGXCUGKPGURGTCFCUGPWP
RTQEGUQOGVQFQNÏIKEQFGKPVGTEQPGEVKXKFCFNCKPXGUVKICEKÏPCTVÉUVKEC
RQFTÉCFGƂPKTUGEQOQWPCFKUEKRNKPCdeltaWPCHQTOCFGKPXGUVKICEKÏP
SWGPQSWGFCFGVGTOKPCFCCRTKQTKRQTPKPIÖPRCTCFKIOCEKGPVÉƂEQ
GUVCDNGEKFQPKRQTPKPIÖPOQFGNQFGTGRTGUGPVCEKÏP18.
GNSWGFQVCTÉCCNCKPXGUVKICEKÏPCTVÉUVKECFGGURGEKƂEKFCFOGVQFQ-
NÏIKEC
SWK\½URQTEQORGPUCTUWKPFGVGTOKPCEKÏPGRKUVGOQNÏIKEC
Frente a esta excitante inter-multi-cros-trans-disciplina, el resto 
FGNRCKUCLGWPKXGTUKVCTKQUGRTGUGPVCEQOQWPEQORGPFKQFGpTÉIK-
das directrices”, determinadas a prioriRQTRCTCFKIOCUEKGPVÉƂEQUG
KPHQTOCFCURQTWPCXKUKÏPFGNOWPFQpTGVKPCN[WPKFKOGPUKQPCNq
'UTGEQPHQTVCPVGGPEQPVTCTUGEQPCNIWKGPSWGIWCTFCVCPVQGPVW-
UKCUOQTGURGEVQCNCGUVCVWTCTGNCVKXCFGNECORQGPGNSWGVTCDCLC
pero la perorata de Slager nos hace recordar una boutade reciente de 
Tirdad Zolghadr en la que se lamentaba de que, si el alcance epis-
VÅOKEQFGNCTVGUGGZVKGPFGCNCVQVCNKFCFFGNCETGCEKÏPPQJCDT½
NWICTPKEQPXGTUCEKÏPGPGNOWPFQFQPFGRQFCOQUGURGTCTSWGNQU
artistas callen un momento y escuchen un poco a los demás19. 
2GTQRQTUWRWGUVQGNRTQDNGOCPQTGUKFGGPNCXQNWPVCFFGNC
GPUGÍCP\CCTVÉUVKECFGJCEGTFGtodo el mundo su campo de estudio. 
6CPVCCODKEKÏPPQRQFTÉCUGTO½USWGCRNCWFKFC.CFGNVCFKUEKRNK-
PCSWGFGUETKDG5NCIGTSWK\½UPQHWGTCQVTCEQUCSWGNCEWNOKPCEKÏP
FGGUGCPVKIWQFGUGQFGNCƂNQUQHÉCFGOQXGTUGGPWPCWPKXGTUCNK-
dad absoluta, milagrosamente despojado ahora de la amenaza de 
HQTOCNKUOQSWGUKGORTGNGCEQUÏGKPOGTUQGPNWICTFGGNNQGP 
pNQÖPKEQNQEWCNKVCVKXQNQRCTVKEWNCT[NQNQECNq20'UVQPQUTGEWGT-
FCCNKORGTCVKXQKPVGNGEVWCNFG%9TKIJV/KNNUSWG#NDGTVQ6QUECPQ
TGEWRGTCGPGUVGXQNWOGPGNEQPUKUVGPVGGPGUHQT\CTUGRQTpXGTGN
VQFQqRQTKPVGPVCTpECRVCTNCRTQRKCÅRQECGPUWVQVCNKFCFGXKVCPFQ
GPVQFQOQOGPVQVTCVCTGUVGGUHWGT\QFGVQVCNK\CEKÏPEQOQWPC
GZEWUCRCTCLWUVKƂECTEWCNSWKGTVKRQFGFGVGTOKPKUOQ[EWCNSWKGT
KFGCFGFGUVKPQUQEKCNQJKUVÏTKEQq21%QOQRTGUETKREKÏPUKIWGUKGPFQ
TGKXKPFKECDNGEQOQFGUETKREKÏPFGNQSWG[CUWEGFG de facto en la 
KPXGUVKICEKÏPCTVÉUVKECCECFÅOKECGPGNOGLQTFGNQUECUQUTGUWNVC
GZEGUKXCOGPVGDGPÅXQNC[GPGNRGQTKORGTFQPCDNGOGPVGKPIGPWC
'NRTQDNGOCFGFGHGPFGTNCKPXGUVKICEKÏPGPDCUGCNCCƂTOCEKÏP de 
WPCVTCPUFKUEKRNKPCTKGFCFPQRTQDNGO½VKEC
GUCECRCEKFCFKPWUK-
VCFCOGPVGKPƂPKVCFGNKPXGUVKICFQTCTVÉUVKEQRCTCPCXGICTEÏOQ-
FCOGPVGEWCNSWKGTFKUEKRNKPC[RQNÉVKECOGPVGUWDXGTUKXC
RWGUGU
EWKFCFQUCOGPVGXKIKNCFCRQTNCUCWVQTKFCFGUpKPUVKVWEKQPCNGUqRCTC
GXKVCTUWFGUOCPGGUSWGFCRQTTGCNK\CFQGNSWGRQFTÉCUGTUW
RTKPEKRCNQDLGVKXQGZKOKÅPFQPQUCUÉFGNCQDNKICEKÏPFGVTCDCLCT
para consumarlo.
Antes de ser una palabra biensonante, la transdisciplinariedad 
HWGWPCPGEGUKFCFRQNÉVKEC2CTCCHTQPVCTWPCTGCNKFCFUQEKCNO½U
CORNKC[EQORNGLCPWGXCUJGTTCOKGPVCUETÉVKECUUGJKEKGTQPPGEG-
UCTKCUECRCEGUFGCVTCXGUCTWPCUHTQPVGTCUFKUEKRNKPCTGUGUVTGEJCU
[CTDKVTCTKCU%QOQ)CKN&C[TGEWGTFCGPUWKPVGTXGPEKÏPGNIKTQ
JCEKCNCVGQTÉCTGRTGUGPVÏpGNFGUGQFGTQORGTPQUÏNQEQPNCGURG-
EKCNK\CEKÏPFKUEKRNKPCTUKPQEQPNQUGHGEVQU[NCUWUVCPEKCFGNCEQUK-
ƂECEKÏPUQEKCNq22'PNCFGƂPKEKÏPEN½UKECSWG*QTMJGKOGTQHTGEGFG
NCpVGQTÉCETÉVKECqGPQRQUKEKÏPCNCpVGQTÉCVTCFKEKQPCNqNCRTKOGTC
UGFKUVKPIWGRQTUWQTKGPVCEKÏPJCEKCNCVTCPUHQTOCEKÏPFGNCUQEKG-
FCFGPUWVQVCNKFCFGPNWICTFGUWOGTCGZRNKECEKÏP230QGZKUVG
GUETKDGVGQTÉCCNIWPCSWGPQEQPVGPICOQVKXCEKQPGURQNÉVKECURGTQ
ÅUVCUPQUGRWGFGPGXCNWCTOGFKCPVGNCTGƃGZKÏPpPGWVTCqUKPQ
pGPNCCEEKÏP[GNRGPUCOKGPVQRGTUQPCNGPNCCEVKXKFCFJKUVÏTKEC
concreta”24; en esa unidad entre el “yo ciudadano” y el “yo militante” 
de la que habla Day.
#UÉSWGFGLCPFQRQTWPOQOGPVQFGNCFQGNRTQDNGOCFGEÏOQ
EWCPVKƂECTNCKPXGUVKICEKÏPCTVÉUVKECRGPUGOQUCJQTCGPGNGUVC-
do de ese territorio incierto que hemos llamado “teoría del arte”. 
6KTFCF<QNIJCFTp9QTUGVJCP-GPQUKUqGP
Judgment and Contemporary Art Criticism, Vancou-
XGT(KNNKR#TVURGCMRRR
4GURGEVQCNCXKFCWNVGTKQTFGGUVGFGUGQFG
VQVCNKFCFXÅCUG2GVGT1UDQTPGPhilosophy in Cri-
tical Theory, Londres: Routledge, 2000, especial-
mente el cap. 1, comentado extensamente en 
GUVGXQNWOGPRQT)CKN&C[
8ÅCUG#NDGTVQ6QUECPQp.CUFKXKUKQPGUFG
reconocimiento”.
22. Gail Day, “Transdisciplinariedad/Totalidad/
Crítica”.
*WGNICFGEKTGPWPCCNWUKÏPENCTCCNCÖNVK-
ma de las Tesis sobre Feuerbach de Marx.
24. Max Horkheimer, “Traditional and Critical 
Theory” en Critical Theory: Selected Essays0WGXC
;QTM%QPVKPWWORRR
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2WGFGSWGXCNICNCRGPCCDQTFCTNCVTCPUFKUEKRNKPCTKFCFPQEQOQ
WPCEWGUVKÏPRGFCIÏIKECOWEJQOGPQUEQOQWPCEWGUVKQPRCT-
VKEWNCTQGZENWUKXCOGPVGNKICFCCNCRT½EVKECCTVÉUVKEC5KCƂTOC-
OQUNCVTCPUFKUEKRNKPCTKGFCF
GPWPUGPVKFQFÅDKNEQOQGNECORQ
FGQRGTCEKQPGUFCFQFGNCVGQTÉCpGPIGPGTCNqSWÅXCNQTVKGPGNC
inter/multi/cros/trans-disciplinariedad en sí misma!2WGFGUGTSWG
sEQOQCFXKGTVG2KNCT8KNNGNCsNCGUVGOQUEQPXKTVKGPFQGPWPC
EQJCTVCFCRCTCUGÍCNCTSWGPWGUVTCCEVKXKFCFJKUVÏTKECEQPETGVC
siempre se encuentra en otra parte? Desechar el habitus disciplinar 
PQGUICTCPVÉCFGPCFC2GTQUKCFGO½UPWGUVTQhabitus se entien-
de como siempre-ya inter/multi/cros/transdisciplinar, ni siquiera 
JCDTGOQUUCNKFQFGECUCVQFCXÉC
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&WTCPVGNQUÖNVKOQUCÍQUGPGNCTVGEQPVGORQT½PGQ[NCVGQTÉC
UQEKCNt[UQDTGVQFQGPCSWGNNQUECORQUFGRTQFWEEKÏP[RTCZKU
SWGTGUWNVCPO½UFKHÉEKNGUFGFGƂPKT[ECVGIQTK\CTtJGOQURTG-
UGPEKCFQWPCXGTFCFGTCGƃQTGUEGPEKCFGKPVGPVQUFGRTQRQTEKQPCT
OQFGNQUFKCITCOCUQPCTTCVKXCUSWGPQURGTOKVCPQTKGPVCTPQU
RQTGNUKUVGOCOWPFKCN%KGTVCRQUVWTCETÉVKEC[EQIPKVKXCRCTGEG
GUVCTECFCXG\O½UOGFKCFCRQTNCECTVQITCHÉC[CUGCNKVGTCNQOGVC-
HÏTKECOGPVGFGWPOQFQSWGTGƃGLC[OQFWNCPWGUVTCEQPFKEKÏP
EWNVWTCN[XKUWCN1'PVTGNQUCTVKUVCU[EQNGEVKXQUSWGRTQFWEGPQDTC
GPGUVGTGIKUVTQQTKGPVCVKXQ[ECTVQIT½ƂEQtCNIWPQUFGNQUEWCNGU
aparecen en más de uno de los libros que cito— podríamos desta-
ECTC$WTGCWFo¥VWFGU#UJNG[*WPV[6TGXQT2CINGPRQTUWECRC-
EKFCFFGCDQTFCTGUVGpIKTQECTVQIT½ƂEQqFGWPCOCPGTCTGƃGZK-
XCGPUWRT½EVKEC[FGUCƂCPVGGPUWGUVÅVKECGEJCPFQRQTVKGTTC
EWCNSWKGTHCPVCUÉCFGVTCPURCTGPEKCGPNCNQECNK\CEKÏPCNVKGORQ
SWGJCEGPWPWUQGUVTCVÅIKEQFGNTGRGTVQTKQXKUWCNFGNOCRGCFQ2. 
.CXCTKGFCFFGKPVGPVQUFGRTQRQTEKQPCTOCRCUEQIPKVKXQUFGNRTG-
sente se hace eco de la simultánea centralidad de la teoría política 
[GNCEVKXKUOQGPGNOWPFQFGNCTVGRGTQUGFKHGTGPEKCVCODKÅP
FGÅUVC'PGNEQPVGZVQFGWPIKTQJCEKCNCURTGQEWRCEKQPGURQNÉ-
VKECUGPGNCTVG[NCVGQTÉCVCPCORNKQEQOQCODKXCNGPVGGNFGUGQ
FGQTKGPVCEKÏPKPVGNGEVWCNEQPXKXGEQPNCDÖUSWGFCFGOQFGNQUFG
CEEKÏPFGEKUKXC#ODCUVGPFGPEKCUFCPHGFGWPCIQVCOKGPVQFG
NQUOQFGNQUpRCEKƂECFQTGUqFGKPVGTFKUEKRNKPCTKGFCFRGTQCNDGT-
gan diferentes potenciales y adolecen de diferentes limitaciones. 
6CODKÅPUGFKHGTGPEKCPGPVÅTOKPQUFGNCUNÏIKECUKPUVKVWEKQPCNGU
FGRTQFWEEKÏPCTVÉUVKECGKPVGNGEVWCN%WCPFQUGVTCVCNCVGQTÉC[NC
GUVÅVKECFGNCGEQPQOÉCVQFCXÉCUGUWGNGJCEGTUKPTGNCEKQPCTNCUEQP
NCVGQTÉC[NCGUVÅVKECFGNCRQNÉVKEC'PNWICTFGCRGNCTCWPCRWVCVKXC
UÉPVGUKUXCNGNCRGPCTGƃGZKQPCTUQDTGNCUFKƂEWNVCFGUOW[TGCNGUC
NCUSWGTGURQPFGGUVCGUEKUKÏPGPVTGUKUVGOC[ECRCEKFCFFGCEEKÏP
conocimiento y praxis, conocimiento social y principio político, car-
VQITCƂCFQEQIPKVKXQ[VGQTÉCUFGNUWLGVQ
2WGFGSWGGNOQOGPVQFGNCVGQTÉCEQOQGNFGNRQUVOQFGTPKU-
mo con el que tan íntimamente estaba relacionada, haya pasa-
FQ[CRGTQUKGUCUÉUGFGDGO½UCWPCFKHWUKÏP[EQORNKECEKÏP
FGNCUGPGTIÉCUSWGNQIGPGTCTQPSWGCWPCEQPUQNKFCEKÏPFGNCU 
FKUEKRNKPCUQCWPCXWGNVCCNCƂNQUQHÉC 
CWPSWGÅUVCJCVGPKFQ
CNIÖPGHGEVQUQDTGNQUFGDCVGUTGEKGPVGUCEGTECFGNCTVG[NCRQNÉVKEC 
Si —siguiendo a Jameson— es posible pensar en la teoría como un 
FGUGQFGUKUVGOCUKPNCHCPVCUÉCKFGQNÏIKECFGCWVQPQOÉC[EQO-
RNGVWFtGUFGEKTGNFGUGQFGGUVCDNGEGTWPCƂNQUQHÉCUQDGTCPC[
GPEKENQRÅFKECEQOQXKUKÏPFGNOWPFQtGPVQPEGURQFGOQUGURGTCT
SWGGUVGFGUGQXC[CCO½U[COGPQURGTQPQSWGFGUCRCTG\EC5KP
GODCTIQGUVGFGUGQFGUKUVGOCVKUOQFGVQVCNK\CEKÏPTGUWNVCCUW
XG\RTQHWPFCOGPVGCODKIWQ2QTSWGtRQTNQOGPQUVCN[EQOQ
lo explica Jameson— siempre estamos ya totalizados, aunque de 
maneras que escapan a nuestro control y conocimiento. Así pues, la 
teoría, con su ímpetu metapolítico o parapolítico, supone, en cierto 
UGPVKFQWPGUHWGT\QFGEQPVTCVQVCNK\CEKÏPFGVQVCNK\CTCNVQVCNK\C-
FQT
NCUQEKGFCFGNGUVCFQGNECRKVCNPQPGEGUCTKCOGPVGRCTCRTQ-
XQECTWPECODKQRGTQRQTNQOGPQURCTCNQECNK\CTNQUOGECPKUOQU
funcionales y los centros neurálgicos más sensibles.
'PNCOGFKFCGPSWGRQFGOQUEQPUKFGTCTNCTGUWTIGPEKCFGNQ
RQNÉVKEQGPGNCTVG[GPNCVGQTÉCGPGNGLGFGNCCƂTOCEKÏPFGRTKP-
EKRKQU[NCKPXGUVKICEKÏPEQIPKVKXC NCFGEKUKÏP[NCVQVCNK\CEKÏP
NCXQNWPVCF[GN UCDGTXCNG NCRGPC TGITGUCTCCNIWPQUFGGUQU 
?4F7<I<F<BA8F78
E86BAB6<@<8AGB
Alberto Toscano
2TQHGUQT FG 5QEKQNQIÉC GP)QNF-
UOKVJU7PKXGTUKV[QH.QPFQP'U
autor de Fanaticism: On the Uses of 
an Idea
[The Theatre of Pro-
duction: Philosophy and Individuation 
Between Kant and Deleuze
*C
sido también traductor al inglés de 
los libros de Alain Badiou Logics of 
Worlds
[The Century

[GUWPQFGNQUGFKVQTGUFGNCTGXKU-
ta Historical Materialism: Research in 
Critical Marxist Theory.
'PVTGNQUKPVGPVQUFGQHTGEGTWPTGEWGPVQ[
WPCFGHGPUCFGNCGUVÅVKECRQNÉVKECECTVQIT½ƂEC
UGGPEWGPVTCP#NGZKU$JCICV[.KUG/QIGN
GFU
An Atlas of Radical Cartography, Los Angeles: 
,QWTPCNQH#GUVJGVKEUCPF2TQVGUV2TGUU
0CVQ6JQORUQPG+PFGRGPFGPV%WTCVQTU+PVGT-
PCVKQPCN
GFUExperimental Geography: Radical 
Approaches to Landscape, Cartography, and Urban-
ism 0GY ;QTM/GNXKNNG *QWUG  ,CPGV
#DTCOU[2GVGT*CNN
GFUElse/Where: Mapping 
— New Cartographies of Networks and Territories, 
/KPPGCRQNKU7PKXGTUKV[QH/KPPGUQVC&GUKIP
Institute, 2006; Katharine Harmon, The Map 
as Art: Contemporary Artists Explore Cartography, 
2TKPEGVQP2TKPEGVQP#TEJKVGEVWTCN2TGUU
#UKOKUOQXCTKCUTGXKUVCUJCPFGFKECFQTGEKGP-
VGOGPVGPÖOGTQOQPQIT½ƂEQUCNCECTVQITCHÉC
como 2TKPVGF2TQLGEV12, y Afterall 27. La expo-
UKEKÏPUneven Geographies: Art and Globalisation, 
comisariada por T.J. Demos y Alex Farquhar-
UQPGP0QVVKPIJCO%QPVGORQTCT[TGWPKÏITCP
parte de este trabajo.
.CUTGƃGZKQPGUETÉVKECUFG2CINGPUQDTGNQU
dibujos de redes de Mark Lombardi y las limi-
taciones del “mapeado” cuando funciona como 
WPJQTK\QPVGFQPFGVQFQECDGRCTCNCKPXGUVKIC-
EKÏPGUVÅVKECUQDTGNCUEQPƂIWTCEKQPGUGURCEKC-
les contemporáneas del poder, son importantes 
en este sentido, haciéndose eco de los comen-
VCTKQUFG0GKN5OKVJUQDTGNCUNKOKVCEKQPGUFG
la metáfora del mapeado en su imprescindible 
Uneven Development, #VJGPU7PKXGTUKV[QH)GQT-
IKC2TGUU#EGTECFG2CINGPXÅCUG ,GHH
-KPMNGp(KNNKPIKPVJG$NCPMU6TGXQT2CINGPoU
2CTCRQNKVKECN)GQITCRJ[qSite

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0QUÏNQGTCNCpKOCIKPCEKÏPUQEKQNÏIKECqCNIQSWGGZEGFÉCNCUHTQP-
teras de la sociología, también podía considerarse como el objeto 
FGWPCECRCEKFCFQWPFGUGQCOGPWFQUKNGPEKCFQRGTQEQNGEVKXQ 

CNIQSWGTGEWGTFCNCOCPGTCFGGPVGPFGTNCƂNQUQHÉCFG)TCOUEK 
.CXCNQTCEKÏPSWGJCEÉC/KNNUFGNQUGPQTOGUQDUV½EWNQUCFOKPKUVTC-
VKXQUGKFGQNÏIKEQURCTCNCEQPVKPWCEKÏPFGNQSWGÅNNNCOCDCCP½NKUKU
UQEKCNpEN½UKEQqKDCCEQORCÍCFCFGNCKFGCFGSWGNCUpEWCNKFCFGUFG
NCOGPVGqSWGEQPUVKVWÉCPNCVTCFKEKÏPpUGGUVCDCPEQPXKTVKGPFQGP
WPFGPQOKPCFQTEQOÖPFGPWGUVTCXKFCEWNVWTCNGPIGPGTCNq10.
&GJGEJQGUVCFKURCTKFCFGPVTGNCPGEGUKFCFRÖDNKEC[NCCEVKXK-
FCFCECFÅOKECHWGNQSWGNNGXÏC/KNNUCFGPWPEKCTFWTCOGPVGC 
pNQUEKGPVÉƂEQUUQEKCNGUFGNCUUQEKGFCFGUTKECUqEW[CHCNVCFGXQNWP-
tad para enfrentarse a los problemas sociales constituía para él 
pUKPFWFCNCOC[QTFGWFCEQPVTCÉFCRQTNQUJQODTGURTKXKNGIKCFQU
de nuestro tiempo”11'PNWICTFGGNNQNCXQECEKÏPFGNRGPUCFQT
UQEKCNKOCIKPCVKXQEQPGNRTKXKNGIKQFGJCEGTSWGUWJCEGTCTVGUC-
PQKPƃW[GTCGPGUGpFGPQOKPCFQTEQOÖPqGTCECRC\FGCDQTFCT
GUGJKCVQGPVTGNCURTGQEWRCEKQPGUKPFKXKFWCNGU[NCUVTCPUHQTOC-
EKQPGUEQNGEVKXCU[CNJCEGTNQCUWOÉCWPCVCTGCSWGGTCCNOKU-
mo tiempo intelectual y política, una tarea que el paso desde la 
KPUWTIGPEKCKPVGNGEVWCNCNCRT½EVKECCFOKPKUVTCVKXCCOGPC\CDC 
t[CÖPJQ[COGPC\CtEQPJCEGTKORQUKDNG6CN[EQOQGUETKDG/KNNU 
.QSWGTGUWNVCRCTVKEWNCTOGPVGFGUVCECDNGFGGUVCFGENCTCEKÏPSWG
nos recuerda a lo que algunos han llamado el “radicalismo desilu-
UKQPCFQqFG/KNNUGUNCKFGCFGSWGNCVCTGCEÉXKECFGNCKOCIKPCEKÏP
UQEKQNÏIKECPQGUNCFGETGCTWPEQPQEKOKGPVQRCEKƂECFQTUKPQGP
EKGTVQUGPVKFQNCFGCƂNCT[FCTEQPVGPKFQNCFGTCFKECNK\CTNQSWG
FGQVTQOQFQUGTÉCWPCCPUKGFCFXCICGKORQVGPVGCNOKUOQVKGORQ
SWGRTQRQTEKQPCWPCGUVKOCEKÏPTGCNKUVCFGNQURQFGTGUSWGUGPGEG-
sitarían para cambiar el curso de la historia. Tal y como leemos en 
la excelente biografía de Mills, Radical Ambitionp'PNWICTFGUKVWCT
CNKPFKXKFWQGPWPGUEGPCTKQKPUVKVWEKQPCNRCTVKEWNCT/KNNUUGIWÉC
NCRKUVCFGNCKPƃWGPEKCFGWPCUHWGT\CUOC[QTGU[O½UKORGTUQPC-
NGUUQDTGGNKPFKXKFWQq13'PVTGVQFQUNQUKORGTCVKXQUKPVGNGEVWCNGU
SWGFGƂGPFGLa imaginación sociológica, el más importante es el de 
pXGTGNVQFQqGNFGVTCVCTFGECRVCTNCRTQRKCÅRQECGPUWVQVCNK-
FCFGXKVCPFQGPVQFQOQOGPVQVTCVCTGUVGGUHWGT\QFGVQVCNK\CEKÏP
EQOQWPCGZEWUCRCTCLWUVKƂECTEWCNSWKGTVKRQFGFGVGTOKPKUOQ[
EWCNSWKGTKFGCFGFGUVKPQUQEKCNQJKUVÏTKEQ&GNOKUOQOQFQ/KNNU
JGTGFÏFGNQSWGÅNNNCOCDCWPpOCTZKUOQUKORNGqNCKFGCFGSWG
EQOQGUETKDKÏGPLa imaginación sociológicapXKXKOQUGPWPCÅRQ-
ECJKUVÏTKECOGPVGÖPKECGNECRKVCNKUOQGUWPCHQTOCEKÏPEWNVWTCN
SWGFGƂPGPWGUVTCÅRQECCHGEVCPFQCVQFCNCCEVKXKFCFJWOCPCq 
OQOGPVQUKPVGNGEVWCNGUtOQOGPVQUFGTGNCVKXQGUVCPECOKGPVQ
GUVCVKUOQ[CPUKGFCFtGPNQUSWGGNRTQDNGOCFGNCQTKGPVCEKÏP[
NCVGPUKÏPGPVTGGNEQPQEKOKGPVQ[NCCEEKÏPUGRWUKGTQPO½UENCTC-
OGPVGFGTGNKGXG.CHWGPVGVGÏTKECO½URTÏZKOCFGPWGUVTCEQ[WP-
VWTCECTVQIT½ƂECUGTÉCGNpOCRGQEQIPKVKXQqFG,COGUQPSWGÅUVG
HQTOWNÏCOGFKCFQUFGNQUQEJGPVCGPGNEQPVGZVQFGNPGQNKDGTCNKU-
OQFG4GCICP[GPWPRWPVQƃCEQFGNCUGPGTIÉCUFGNCK\SWKGTFC
GPGNPQTVGFGNRNCPGVC
RGTQPQUÏNQCJÉ3. Se trata de una tesis que 
comparte muchas resonancias con otro texto programático escrito 
también en un momento en el que la política estaba de capa caída: 
La imaginación sociológica FG%JCTNGU9TKIJV/KNNURWDNKECFCGP
EQOQWPKPVGPVQFGFGƂPKTCNIQCUÉEQOQWPCRQNÉVKECFGNCKPXGUVK-
ICEKÏPSWGRWFKGTCFGURNC\CTNCWPKFKOGPUKQPCNKFCFVGEPQET½VKEC
Creo que no es casualidad que los mismos términos estéticos y pro-
[GEVKXQUtGNOCRGCFQNCKOCIKPCEKÏPtUGCPNQUSWGCNKOGPVGPNC
KPXGUVKICEKÏPSWGVTCVCFGRGPUCTRQNÉVKECOGPVGGPVKGORQUCPVKRQ-
NÉVKEQUPKSWGGUVQUVGZVQUEQPVKPÖGPTGUQPCPFQEQPNQUGUHWGT\QU
CEVWCNGURQTGPNC\CTNCKPVGTXGPEKÏPRQNÉVKEC[NCEQORTGPUKÏPFGNQU
aparatos, las estructuras y los mecanismos del poder.
'NCOCTIQUCNXQFG/KNNUJCGPXGLGEKFQOWEJQOGPQUSWGCNIWPCU
FGNCURTQHÅVKECUFGENCTCEKQPGUFGUWUEQPVGORQT½PGQU
EQOQNCSWG
RTQENCOCDCpGNƂPCNFGNCKFGQNQIÉCqp0WGUVTQVKGORQGUWPVKGORQ
FGKPEQOQFKFCFGKPFKHGTGPEKCtCÖPPQHQTOWNCFQFGVCNHQTOC
SWGRGTOKVCGNVTCDCLQFGNCTC\ÏP[GNLWGIQFGNCUGPUKDKNKFCFt
'PNWICTFGRTQDNGOCUtFGƂPKFQUGPVÅTOKPQUFGXCNQTGU[COG-
PC\CUtGPEQPVTCOQUUÏNQNCOKUGTKCFGWPCXCICKPEQOQFKFCFGP
NWICTFGCUWPVQUGZRNÉEKVQUGPEQPVTCOQUUÏNQGNUGPVKOKGPVQEQPU-
VCPVGFGSWGJC[CNIQSWGPQXCDKGPq4. 'PVTGNQUVGOCUSWGTGCRC-
recen en La imaginación sociológica, hay uno que consigue aunar su 
ética de la artesanía intelectual y su ideal político de “autocontrol 
EQNGEVKXQUQDTGNCUOGE½PKECUGUVTWEVWTCNGUFGNCJKUVQTKCq5, se trata 
de la imagen de unas ciencias sociales preocupada por la biogra-
HÉCNCJKUVQTKC[NCKPVGTUGEEKÏPFGCODCUGPNCGUVTWEVWTCUQEKCN 
#RTKOGTCXKUVCRQFTÉCRCTGEGTCNIQCPQFKPCUKORNGOGPVGTGNC-
EKQPCNCUVTC[GEVQTKCUKPFKXKFWCNGUEQPNCUVGPFGPEKCUUKUVÅOKECU
OGFKCPVGUWUOGFKCEKQPGUEQNGEVKXCUGKPUVKVWEKQPCNGUtRQTWVKNK\CT
un poco de lo que Mills llamaba con sorna “sociojerga” [socspeak]— 
TGUWNVCNQUWƂEKGPVGOGPVGIGPGTCNEQOQRCTCFGUETKDKTGPNWICTFG
OQVKXCTITCPRCTVGFGNCKPXGUVKICEKÏPUQEKCN2GTQEQOQUWUCVCSWGU
FGURKCFCFQUCNCpITCPVGQTÉCqFG2CTUQPU[CNpGORKTKUOQCDUVTCÉFQq 
FGNQUICDKPGVGUFGKPXGUVKICEKÏPUWIKGTGP/KNNURGPUCDCSWGGUVG
KORGTCVKXQpEN½UKEQqFGNRGPUCOKGPVQUQEKCNUGGPEQPVTCDCGPRGNK-
ITQEQPITCXGUEQPUGEWGPEKCURQNÉVKECU%QPVTCGUVCCOGPC\CJK\Q
WPNNCOCOKGPVQCWPCpRGTEGREKÏPHTGUECqSWGpKORNKECTCNCECRC-
EKFCFFGFGUGPOCUECTCT[CECDCTEQPNQUGUVGTGQVKRQUFGXKUKÏPG
KPVGNGEVQEQPNQUSWGNQUOGFKQUFGEQOWPKECEKÏPOQFGTPQUPQU
asaltan”6, y por una forma de trabajo intelectual que combinara 
WPCCEVKVWFLWIWGVQPCEQPpWPCOQVKXCEKÏPFGGPVGPFGTGNOWPFQ
XGTFCFGTCOGPVGƂGTCq7'PWPCOGV½HQTCSWGTGNCEKQPCNCCTVGUCPÉC
EQPNCENCTKFCFFGKFGCUJCDNÏFGNCPGEGUKFCFFGpRWNKTNCUNGPVGUC
VTCXÅUFGNCUEWCNGURQFCOQUSWK\½UXGTEQPCNIQO½UFGENCTKFCFGN
OWPFQGPGNSWGXKXKOQUq8.
'LGORNKƂECPFQNCECRCEKFCFFGOQXGTUGGPVTGPKXGNGUFGCDUVTCE-
EKÏPSWGÅNKFGPVKƂECDCEQPGNpRGPUCFQTKOCIKPCVKXQ[UKUVGO½VKEQq9, 
UGÍCNÏNQUXÉPEWNQUPQTOCNOGPVGRCUCFQURQTCNVQGPVTGNCUEWGU-
VKQPGUFKUEKRNKPCTGUECVCNQICFCUFGpOGVQFQNÏIKECUqQpVGÏTKECUq
por un lado, y las profundas ansiedades de su tiempo por el otro. 
(TGFTKE ,COGUQPp%QIPKVKXG/CRRKPIqGP
Marxism and the Interpretation of Culture, Cary 
0GNUQP[.CYTGPEG)TQUUDGTI 
GFU7TDCPC
7PKXGTUKV[QH+NNKPQKU2TGUU
%9TKIJV/KNNUThe Sociological Imagination, 
0WGXC;QTM1ZHQTF7PKXGTUKV[2TGUUR 
5. Ibid., p. 116.
6. Ibid., p. 69.
7. Ibid., p. 211.
8. Ibid., p. 151.
9. Ibid., p. 34.
10. Ibid., p. 21.
11. Ibid., p. 176.
12. Ibid., p. 131.
13. Daniel Geary, Radical Ambition: C. Wright Mills, 
the Left, and American Social Thought, Berkeley: 
7PKXGTUKV[ QH%CNKHQTPKC 2TGUU R  
'NpRTQDNGOCHWPFCOGPVCNqe[UWUQNWEKÏPPQTOCNOGPVGTGSWKGTGP
que se atienda tanto a la incomodidad que surge de la “profundidad” 
de la biografía como a la indiferencia que surge de la propia estructu-
TCFGWPCUQEKGFCFJKUVÏTKEC/GFKCPVGPWGUVTCGNGEEKÏP[FGENCTCEKÏP
de problemas, debemos traducir, en primer lugar, la indiferencia en 
CUWPVQUEQPETGVQUNCKPEQOQFKFCFGPFKƂEWNVCFGU[GPUGIWPFQNWICT
FGDGOQUCFOKVKTCGUQUCUWPVQU[CGUCUFKƂEWNVCFGUGPNCFGENCTCEKÏP
FGPWGUVTQRTQDNGOC'PECFCWPQFGGUVQURCUQUFGDGOQUVTCVCTFG
FGENCTCTFGNCOCPGTCO½UUKORNG[RTGEKUCRQUKDNGNQUFKHGTGPVGUXCNQ-
res y amenazas que están en juego y tratar de relacionarlos. Cualquier 
pTGURWGUVCqCRTQRKCFCCGUVGRTQDNGOCFGDGT½CUWXG\EQPVGPGTWPC
XKUKÏPFGNQURWPVQUFGKPVGTXGPEKÏPGUVTCVÅIKEQUFGNQUpOGECPKUOQUq
OGFKCPVGNQUSWGNCGUVTWEVWTCRWGFGUGTRTGUGTXCFCQVTCPUHQTOCFC
CUÉEQOQWPCXCNQTCEKÏPFGSWKÅPGUUQPNQUSWGGUV½PGPRQUKEKÏPFG
KPVGTXGPKTRGTQPQNQGUV½PJCEKGPFQ12.
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y en realidad no representable que constituye el conjunto de las 
estructuras de la sociedad en su totalidad”18'UVCHTCUGUGCEGTEC
mucho a otra de Mills en White CollarFQPFGGUETKDGpSWGGNKPFKXK-
FWQPQRWGFGEQORTGPFGTUWRTQRKCGZRGTKGPEKCQXCNQTCTUWRTQRKQ
destino sin localizarse dentro de las tendencias de su época y las 
QRQTVWPKFCFGUXKVCNGUFGVQFQUNQUKPFKXKFWQUGPUWGUECNCUQEKCNq19. 
'URQTGUVCOKUOCTC\ÏPSWGNCVGQTÉCRWGFGRCTGEGTWPCPGEGUKFCF
VCPVQUQEKCNEQOQKPFKXKFWCNRQTNQOGPQUUKGPVGPFGOQUNCVGQTÉC
en el sentido propuesto por Mills en una carta a un amigo de 1941: 
p6QFCUNCUEQUCUPWGXCUGUV½PnGPGNCKTGo5KVGSWGFCUFGOCUKCFQ
EGTECFGNCnVKGTTCoPWPECRQFT½UXQNCTUQDTGPWGXCUTGIKQPGU.C
VGQTÉCGUWPCXKÏPPQWPRCTFGRGUCFCUDQVCUGUNCFKXKUKÏPFG
reconocimiento y espionaje”20.
Como apunté al principio, en las dos décadas desde que Jameson 
RTQRWUQUWGUNQICPECTVQIT½ƂEQ[RCTVKEWNCTOGPVGGPGNRCUCFQO½U
TGEKGPVGJGOQUXKUVQWPCVGPFGPEKCEQPUKFGTCDNGCRTQFWEKTQDTCU
SWGVTCDCLCPUQDTGCNIÖPVKRQFGOCRGCFQQCNVGTPCVKXCOGPVGSWG
JCEGPKPEKFKTNCKOCIKPCEKÏPUQEKQNÏIKECGPNCRTQFWEEKÏPFGCTVG-
HCEVQU[PCTTCVKXCUXKUWCNGU'PUWUÖNVKOQUQDTCUGNRTQRKQ,COGUQP
JCOGPEKQPCFQNCRGNÉEWNCFG/KEJCGN9KPVGTDQVVQOIn This World, 
NCUGTKGFGVGNGXKUKÏP6TCHƂM y el documental Life and Debt como ejem-
RNQUFGKPVGPVQUFGTGRTGUGPVCTNCINQDCNK\CEKÏP21. La obra fílmica y 
HQVQIT½ƂECFG#NNCP5GMWNCGURGEKCNOGPVGFish Story y The Lottery of 
the Sea, proporciona lo que quizás sea la respuesta intelectual y artís-
VKECEQPVGORQT½PGCO½UUKUVGO½VKEC[TGƃGZKXCCNpFGUGQNNCOCFQ
OCRGQEQIPKVKXQqCVTCXÅUFGUWFGVCNNCFCCVGPEKÏPJKUVÏTKECCNCU
TGNCEKQPGUGPVTGNQUOQFQUFGRTQFWEEKÏPCTVÉUVKECNCUGZRGTKGPEKCU
NCDQTCNGU[NQUKORGTCVKXQUFGNECRKVCN6CODKÅPUGTÉCRQUKDNGGPW-
OGTCTNCGPQTOGXCTKGFCFFGQDTCUSWGTGURQPFGPCGUGGZVGPFKFQ
deseo de mapeado, pero no consiguen articular la historia, la biogra-
HÉC[NCGUVTWEVWTCUQEKCNFGGUCOCPGTCRQNÉVKECOGPVGRTQFWEVKXC
que buscaban Mills y Jameson.
#UÉRWGUGNOCRGCFQEQIPKVKXQRQFTÉCRCTGEGTWPCGURGEKGFG
OGNQFTCOCINQDCNFGƂPKVWFEQORCTVKFC
GPRGNÉEWNCUEQOQBabel, 
RQTGLGORNQWPCEQPURKTCEKÏP
EQOQGPNCURGNÉEWNCUFGNQUUGVGP-
ta de las que habla el propio Jameson en The Geopolitical Aesthetic, 
EW[CUXCTKCPVGUEQPVGORQT½PGCUPQUQPFKHÉEKNGUFGGPEQPVTCTQ
RQFTÉCCFQRVCTWPRWPVQFGXKUVCVCPEÏUOKEQSWGNCJKUVQTKC[
NCDKQITCHÉCSWGFCTCPEQORNGVCOGPVGCRNCUVCFCU
EQOQUWEGFGGP
Koyaanisqatsi
'NUGPVKFQFGFGUVKPQQVTCIGFKCGNCHGEVQpKPCEVKXCFQTqEQPVTC
GNSWGNWEJÏ/KNNUGUWPQFGNCUEQPUGEWGPEKCUO½UGXKFGPVGUFG
NCCEVWCNETKUKUGEQPÏOKECGPNCSWGNCFKUVCPEKCFGNCURGTUQPCU
EQTTKGPVGUTGURGEVQC NQUOGECPKUOQUFGFGEKUKÏPRQNÉVKECUGXG
CITCXCFCRQTNCEQPFWEVCFGURÏVKECFGNCUÅNKVGUFGNRQFGT[NQSWG
GUO½UKORQTVCPVGRQTWPFÅƂEKVFGKPVGNKIKDKNKFCFFGGPQTOGU
RTQRQTEKQPGURWGUNQURTQRKQUQRGTCTKQUƂPCPEKGTQUFGOWGUVTCP
GUECPFCNQUQUPKXGNGUFGKIPQTCPEKCCEGTECFGNQUKPUVTWOGPVQUSWG
GNNQUOKUOQUJCPETGCFQ.CVTCPUHQTOCEKÏPFGNCCXCTKEKCGPTWVKPC
[NCRTQOQEKÏPFGNCCITGUKÏPEQOQpWPRTKPEKRKQKORGTUQPCNFG
NCQTICPK\CEKÏPqtCNIQSWG[CNCOGPVCDC/KNNUtGUV½PRTGUGPVGU
sin duda, pero también lo está otro elemento de la crisis política e 
intelectual que él también percibía en su tiempo, lo que llamaba 
pNCCWUGPEKCFGNCOGPVGEQOQHWGT\CRÖDNKECFGEWCNSWKGTVKRQq22. 
3WK\½UUGCFGOCUKCFQVGORTCPQ
QSWK\½UUGCFGOCUKCFQVCTFGe
RCTCDWUECTWPCFGUETKREKÏPFGNCCEVWCNEQ[WPVWTCGEQPÏOKEC[
sus tendencias subyacentes que pueda responder a las demandas 
sin pretender, de ninguna manera, subsumir bajo ésta lo que él 
FGPQOKPCDCpNCXCTKGFCFJWOCPCq14.
3WÅGUNQSWGRQFGOQUUCECTFGGUCUFGOCPFCUJQ[GPFÉCGP
un momento en el que el conformismo de la Guerra Fría al que 
Mills se enfrentaba nos parece tan lejano? Vale la pena recordar que 
Mills consideraba que su época constituía un umbral y, de hecho, 
fue uno de los primeros en utilizar el término “post-moderno”, 
para referirse a lo que llamaba La Cuarta Época, un periodo “en el 
SWGRQTRTKOGTCXG\NCUXCTKGFCFGUFGOWPFQUUQEKCNGUSWGEQP 
VKGPGGUV½P KPVGTCEVWCPFQFG HQTOCUGTKC T½RKFC[GXKFGPVGq15. 
.CKFGCFGNCKOCIKPCEKÏPUQEKQNÏIKECFG/KNNUUQDTGXKXKÏDCLQFKHG-
rentes mutaciones en los debates que se generaron alrededor del 
RQUVOQFGTPKUOQ[GURGEÉƂECOGPVGGPNCUWIGTGPEKCCXCP\CFCRQT
Fredric Jameson de que una de las necesidades que habían surgido 
EQPNQUECODKQUUQEKQGEQPÏOKEQUFGNQUUGVGPVCGTCNCFGGUVCDNGEGT
CNIÖPVKRQFGpOCRGCFQEQIPKVKXQqtWPVÅTOKPQSWGVQOCDCFGN
EN½UKEQUQDTGFKUGÍQWTDCPQLa imagen de la ciudad FG-GXKP.[PEJ
SWGEWTKQUCOGPVGUGRWDNKEÏGPGNOKUOQCÍQSWGLa imaginación 
sociológica. 'PGNEQPVGZVQFGUWHCOQUQEQOGPVCTKQUQDTGGN*QVGN
$QPCXGPVWTGFG.QUPIGNGUEQOQCNGIQTÉCOCVGTKCNFGNQRQUVOQ-
FGTPQ,COGUQPJCDNÏFGpNCKPECRCEKFCFFGPWGUVTCUOGPVGURQTNQ
OGPQUCEVWCNOGPVGRCTCECTVQITCƂCTNCUITCPFGUTGFGUFGEQOWPK-
ECEKÏPOWNVKPCEKQPCNGU[FGUEGPVTCFCUGPNCUSWGPQUGPEQPVTCOQU
atrapados como sujetos”16'PQVTCURCNCDTCUFGNCKORQUKDKNKFCFFG
ETGCTGUCTGNCEKÏPGPVTGNCDKQITCHÉCNCJKUVQTKC[NCGUVTWEVWTCUQEKCN
SWG/KNNUFGOCPFCDC[SWGRCTC,COGUQPEQPUVKVWÉCGNPÖENGQFG
por ejemplo, las “biografías” de Flaubert y Genet escritas por Sartre, 
así como de la Crítica de la razón dialéctica de éste, que dio forma a 
GUVCKFGCEQPUWEQPEGRVQFGVQVCNK\CEKÏP.CKPECRCEKFCFFGOCRGCT
EQIPKVKXCOGPVGNQUEQPVQTPQUFGNUKUVGOCOWPFKCNTGUWNVCVCPFGDK-
litadora políticamente como la incapacidad de mapear mentalmente 
una ciudad sería para quien habita en ella.
/KGPVTCUSWG/KNNUTGNCEKQPCDCUWKFGCFGNCKOCIKPCEKÏPUQEKQNÏ-
IKECEQPNCCEVKXKFCFRÖDNKECFGNCUEKGPEKCUUQEKCNGUCRGUCTFGSWG
TGEQPQEÉCUWNCVGPEKCEQOQGNpFGPQOKPCFQTEQOÖPqFGNCÅRQEC
RCTC,COGUQPCWPSWGGNOCRGCFQEQIPKVKXQPQSWGFCTGUVTKPIKFQ
CNCTVGUÉSWGEQPUVKVW[GWPCEWGUVKÏPpGUVÅVKECqWPCEWGUVKÏPSWG
CVCÍGCNCECRCEKFCFRCTCTGRTGUGPVCTGNRTGUGPVGSWGCUWXG\GU
WPCRTGEQPFKEKÏPRCTCGPEQPVTCTOGECPKUOQURQNÉVKEQU[TGUWNVC
inseparable de cualquier boceto de una arqueología del futuro que 
RWFKGTCCTTQLCTNW\UQDTGNCQPVQNQIÉCFGNRTGUGPVG'NTGSWKUKVQFG
Mills de que el pensamiento social manifestara “la capacidad para 
abarcar desde las transformaciones más impersonales y remotas a 
NCUO½UÉPVKOCUECTCEVGTÉUVKECUFGNUGTJWOCPQ[FGXGTEW½NGUNC
TGNCEKÏPGPVTGCODCUq17, persiste en Jameson, aunque se podría ale-
ICTSWGGPQECUKQPGUÅUVGGUVQFCXÉCO½URGUKOKUVCSWG/KNNUCEGTEC
FGNCRQUKDKNKFCFFGFGURNC\CTUGEQPXKPEGPVGOGPVGGPVTGGUVQUFQU
PKXGNGUGPVTGQVTCUEQUCURQTSWGÅNPQGUV½VCPEQPXGPEKFQFGNC
GUVCDKNKFCFEQPVGORQT½PGCFGN[QEQOQUGFGTKXCFGUWVTCVCOKGP-
to de la esquizofrenia en Postmodernismo2GTQpXGTGNVQVCNqUKIWG
UKGPFQETWEKCNRCTC,COGUQPSWKGPtGPWPCHQTOWNCEKÏPGZRNÉEK-
VCOGPVGJGIGNKCPCtFGENCTCSWGGNQDLGVKXQFGNOCRGCFQEQIPK-
VKXQGUGNFGIGPGTCTWPCpECTVQITCHÉCFGNCDUQNWVQq.CUQDTCUSWG
pudieran emerger bajo el paraguas de esta estética, permitirían a 
NQUUWLGVQUKPFKXKFWCNGU[CNCUEQNGEVKXKFCFGUGPVGPFGTUWUKVWCEKÏP
NQECNGPWPOWPFQINQDCNK\CFQpRCTCRGTOKVKTWPCTGRTGUGPVCEKÏP
UKVWCEKQPCNRQTRCTVGFGNUWLGVQKPFKXKFWCNFGGUCVQVCNKFCFOC[QT
%9TKIJV/KNNUop. cit., p. 55.
15. Ibid., p. 150.
16. Fredric Jameson, The Cultural Turn: Selected 
9TKVKPIUQPVJG2QUVOQFGTP, Londres: 
Verso, 1998, p. 16.
%9TKIJV/KNNUop. cit., p. 7.
18. Fredric Jameson, op. cit., p. 51.
%9TKIJV/KNNUWhite Collar: The American 
Middle Classes, 50th Anniversary Edition0WGXC;QTM 
1ZHQTF7PKXGTUKV[2TGUURZZ
20. Citado en Geary, op. cit., p. 37.
21. Véase Ian Buchanan, Fredric Jameson: Live 
Theory, Londres: Continuum, 2006, p. 113.
22. The Sociological Imagination, p. 149.
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GNGXCFCURQTLa imaginación sociológicaCNQUEKGPVÉƂEQUUQEKCNGUFG
UWVKGORQ2QUGGOQUKORTGUKQPCPVGUFGUETKREKQPGUFGNCUXÉEVKOCU
GEQPÏOKECUFGGUVCETKUKUEQOQGNNKDTQEconomics of Global Turbulence 
FG4QDGTV$TGPPGT[CNIWPCUXKUKQPGUFGVCNNCFCUFGRWGTVCURCTC
FGPVTQ[UGOKGVPQIT½ƂECUFGNGZÏVKEQOWPFQFGNQUhedge-funds y las 
obligaciones de deuda colateralizadas, gracias a los agudos artículos 
para la London Review of BooksFGNUQEKÏNQIQFGNCGEQPQOÉC&QPCNF
/CE-GP\KG2GTQGURQUKDNGSWGVQFCXÉCGUVGOQUNGLQUFGGPEQPVTCT
una forma de pensar “los problemas de la historia, los problemas 
de la biografía y los problemas de la estructura social en la que se 
cruzan la biografía y la historia”23, de una manera que nos permita 
NQECNK\CTGUQUOGECPKUOQUGUVTCVÅIKEQUFGNQUSWGXGPKOQUJCDNCPFQ
.CUƂPCP\CUUKIWGPGUVCPFQKPUKFKQUCOGPVGRTGUGPVGU[UGTGUKUVGPC
NCVQVCNK\CEKÏP#NIWPQUUÉPVQOCUFGGNNQUGRWGFGPXGTGPCNIWPCU
QDTCUTGEKGPVGUSWGVTCVCPFGECTVQITCƂCTNCU'PNCUGTKGFGNC$$%
FreefallXGOQUWPCRQVGPVGTGRTGUGPVCEKÏPFGNKORCEVQDKQIT½ƂEQFG
la crisis del crédito, que relaciona los problemas personales con los 
CUWPVQURÖDNKEQU5KPGODCTIQRQFTÉCOQUFGEKTSWGNCXKUKÏPFGWP
OCRCO½UUQEKQNÏIKEQUGRKGTFGGPNCWTIGPEKCRQTRGTUQPKƂECTNC
CXCTKEKC[GNUWHTKOKGPVQ[SWGEWCNSWKGTUGPVKFQFGNCUFKP½OKECU
más amplias de las que emergen y de los posibles mecanismos de 
VTCPUHQTOCEKÏPUGFGUXCPGEGGPGNHQPFQ'PWPCXGPCO½UGZRGTK-
mental, la obra de Melanie Gilligan Crisis in the Credit System, basada 
GPNCKPXGUVKICEKÏP[NCUGPVTGXKUVCUEQPGZRGTVQU[brokers, emplea 
una técnica brechtiana para conseguir otro tipo de realismo, quizás 
uno que —a pesar de su ausencia de naturalismo— se acerca más 
CNCXGTFCFFGNVKRQFGKPKPVGNKIKDKNKFCF[CNCGPQTOKFCFFGXCTKC-
DNGU[QRGTCEKQPGUFGNCUSWGUGEQORQPGGNECRKVCNKUOQƂPCPEKC-
NK\CFQSWGRQUKDNGOGPVGUGCO½UTGUKUVGPVGCNpOCRGQEQIPKVKXQq 
CNCVQVCNK\CEKÏP[CNCEQPGZKÏPEQPNCDKQITCHÉCSWGEWCNSWKGTQVTQ
sistema social. Quizás sea emblemático de los desafíos que plan-
VGCPGUVQUCEQPVGEKOKGPVQUTGEKGPVGUCNCKOCIKPCEKÏPUQEKQNÏIKEC
SWGNCUHQTOCUFGEQIPKEKÏPTGNCEKQPCFCUEQPNCUƂPCP\CUGPNC
obra de Gilligan sean las del inconsciente y el medio psíquico: que 
UGCPUKPVQO½VKECOGPVGKPECRCEGUFGNKFKCTEQPNCKPHQTOCEKÏPRQNÉ-
VKECSWGUGEWGNCGPNCUIT½ƂECUƂPCPEKGTCU#WPSWGUGJCPXWGN-
VQO½UITCPFGU[O½UUCICEGUCNCUFKXKUKQPGUFGTGEQPQEKOKGPVQ 
tVCPVQCTVÉUVKECUEQOQVGÏTKECUtVQFCXÉCNGUJCEGHCNVCFGLCTCVT½U
la fase de reclutamiento y pasar a la siguiente fase. 
23. Ibid., p. 225.
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Me gustaría comenzar con una perla de conocimiento que adquirí 
JCEGUÏNQWPQUFÉCU[SWGRWGFGXGPKTCEQNCEKÏPRCTCGUVGFGDCVG 
2CTGEGUGTSWGGPGNCEVWCNTÅIKOGPFGUWDXGPEKÏPRÖDNKECFGNCU
CTVGUGPGN4GKPQ7PKFQtCWPSWGUGIWTCOGPVGGUVQUGT½GZVTCRQ-
NCDNGCQVTQUTGIKOGPGUFGUWDXGPEKÏPRÖDNKECEQOQGNFGNCGFW-
ECEKÏPtNQUVÅTOKPQUpXCNQTKPVTÉPUGEQq[pXCNQTGEQPÏOKEQqJCP
dejado de referirse a dos cosas diferentes, a dos construcciones dife-
TGPVGUFGNQSWGSWKGTGFGEKTpXCNQTq[CNQUEQPLWPVQUKPEQORCVKDNGU
FGXKUKQPGUUQDTGGNOWPFQSWGUGUWRQPFTÉCEQPNNGXCECFCWPQFG
GNNQU'NpXCNQTKPVTÉPUGEQqRCTGEGTGHGTKTUGCNQUCEVKXQUSWGPQUQP
EQPVCDKNK\CFQUPKGXCNWCFQUFGPVTQFGWPCQTICPK\CEKÏPEQOQRQT
GLGORNQGNpECRKVCNJWOCPQqOKGPVTCUSWGGNpXCNQTGEQPÏOKEQq
EQPUKUVGGPGUQUCEVKXQUEW[QXCNQTRWGFGUGTOGFKFQFGHQTOCRTG-
EKUCUGIÖPUWRTGEKQ[GPWOGTCFQGPNQURTGUWRWGUVQUFGNCOCPGTC
habitual.
5ÏNQWPQURQEQUFÉCUCPVGUGPWPCEQPXGTUCEKÏPEQPWPCEQNGIC
PQURTGIWPV½DCOQUCEGTECFGNCEQPVTCFKEEKÏPPQFKCNÅEVKECGPNC
SWGKPEWTTÉCPNQUSWGFGHGPFÉCPWPCOC[QTEQPVTKDWEKÏPFGNCUCTECU
RÖDNKECUCNCGFWECEKÏPWPKXGTUKVCTKCQNCUCTVGUJCDNCPFQGPUWU
FGOCPFCUGPVÅTOKPQUFGNpXCNQTKPVTÉPUGEQqFGÅUVCUOKGPVTCUSWG
CNOKUOQVKGORQUGFGFKECDCPCFGOQUVTCTNCEQPVTKDWEKÏPGEQPÏOK-
ECSWGGUVQUUGEVQTGUCRQTVCDCPCNCUQEKGFCF2GTQ[CRCTCGPVQPEGU
PQUGPEQPVT½DCOQUGPWPTÅIKOGPFKUEWTUKXQCPVKIWQXKGPFQWPC
FKHGTGPEKCCNNÉFQPFGPQGZKUVÉCPKPIWPC'UFGEKTNCEQPXGTUCEKÏP
[CJCRCUCFQCQVTCHCUG;CPQTGUWNVCKPVGNKIKDNGFGHGPFGTPCFCGP
VÅTOKPQUFGWPpXCNQTqSWGprima facie no resulte mensurable en 
CNIÖPOQOGPVQ.CKFGCOKUOCFGpXCNQTKPVTÉPUGEQqRCTGEGUGTXKT
UÏNQEQOQEQOQFÉPFGPVTQFGNCP½NKUKUFGEQUVGU[DGPGƂEKQURCTC
referirse a un “intangible” que todavía no puede ser medido y, por 
VCPVQFGDGGPVGPFGTUGOGFKCPVGWPCOGFKFCƂEVKEKCEQPUGPUWCFC
RWGUGUV½ENCTQSWGCNIÖPVKRQFGOGFKFCGUPGEGUCTKC
'UVGGNGOGPVQFGNCVGORQTCNKFCF
NQSWGCÖPPQGUOGPUWTCDNG 
TGUWNVCDC VCODKÅPGXKFGPVG GPWPCFGENCTCEKÏP EQP NCSWGOG
GPEQPVTÅGNOKUOQFÉCRQTRCTVGFGNXKEGTTGEVQTFGNC5EJQQNQH
1TKGPVCNCPF#HTKECP5VWFKGU 
51#5SWGRTQVGUVCDCCPVGGUVCU
medidas con tanta fuerza como era posible esperar de un blando 
DWTÏETCVCGPWPCRQUKEKÏPFGUFGNCSWGUGDGPGƂEKCGPQTOGOGPVG
VCPVQFGNCUKVWCEKÏPCEVWCNEQOQFGNCUOGFKFCUFGOGTECPVKNK\C-
EKÏPCPWPEKCFCU'PFKEJCFGENCTCEKÏPGNXKEGTTGEVQTUGQRQPÉCC
NQUTGEQTVGUGPGFWECEKÏPRQTSWGUGIÖPÅNFGOQUVTCDCPWPCNÏIKEC 
pEQPVCDNGqGPNWICTFGpGEQPÏOKECqGUFGEKTWPCNÏIKECSWGRTKQ-
TK\CGNEQTVQRNC\Q[GNCP½NKUKUFGEQUVGU[DGPGƂEKQUKPGƂEKGPVG
una suerte de “economismo”, o lo que es lo mismo un fetiche en 
NWICTFGWPE½NEWNQGEQPÏOKEQTCEKQPCN[CNCTIQRNC\Q%QOQFKEG
el dicho, no se puede gestionar lo que no se puede medir y, como 
S. Artesian ha apuntado recientemente1NCWPKXGTUCNKFCFFGNXCNQT
UGGPEWGPVTCÉPVKOCOGPVGNKICFCCNCWPKXGTUCNKFCFFGNPÖOGTQ 
tSWK\½UUGCRQTGUVQRQTNQSWGGUGIGUVQKFGQNÏIKEQFGVTCVCTNCU
operaciones de las economías nacionales como si se tratara de ope-
raciones de economía doméstica, funciona tan bien, por lo menos al 
RTKPEKRKQ'NXCNQTPQGUPCFCUKPQGUV½FQOGUVKECFQ[EQOQVQFCU
las cosas del hogar, no admite ser cuestionado.
Aquí podemos imaginar tres situaciones que, cada una a su mane-
TCRCTGEGPGNWFKTNCGURGEKƂEKFCFFGNQpRQNÉVKEQqEQOQECVGIQTÉC
EQPNCSWGRGPUCTUQDTGNCOGFKEKÏPNCRTKOGTCGUNCSWG[CJG
KPUKPWCFQCSWGNNCGPNCSWGNCXKUKDKNKFCFFGNJWGEQRQNÉVKEQQNC
posibilidad de un antagonismo político, quedan imposibilitadas por 
8AGE84GE4IuFL"B
@H6;BF-?4F?H6;4F
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UGWVKNK\CRCTCRTQOQXGTNCUO½UJGVGTQIÅPGCUTGIWNCEKQPGUGUV½P-
dares, etc. Además, esto se consolida mediante el modelo de la 
pCWVQPQOÉCFGNEQPUWOKFQTq[NCGFWECEKÏPpDCUCFCGPGNUGTXKEKQq
SWGKORQPGPNQUGUVWFKCPVGUSWGRCICPOCVTÉEWNCUFGGNGXCFQEQUVG
[SWGRQTVCPVQPQRWGFGPGXKVCTXCNQTCTUWGZRGTKGPEKCEQOQWPC
GZRGTKGPEKCFGEQPUWOQ'NRCRGNFGNCFGWFCGUVWFKCPVKNPQFGDG
UGTKPHTCXCNQTCFQEQOQVCORQEQFGDGPUGTNQNQUGHGEVQUFKUEKRNK-
PCTKQUFGNCFGWFCGPGNECORQUQEKCNGPIGPGTCN.CTGNCEKÏPFGNC
deuda con la soberanía, ya entendamos esta deuda como riqueza, 
UQNXGPEKCQCEEGUQCNETÅFKVQQEQOQNQSWGJCEGRGNKITCTNCUQDG-
TCPÉCHQT\CPFQNCFGRGPFGPEKCGPWPQUPKXGNGUFGVTCDCLQECFCXG\
más intensos y en más deuda, es crucial.
#UÉSWGCSWÉPQUGPEQPVTCOQUEQPWPCUEWCPVCUFGƂPKEKQPGUFG
CWVQPQOÉCKPEQORCVKDNGUSWGXCNGNCRGPCGZCOKPCTGPO½UFGVC-
NNG'PEQPVTCOQUWPHWGTVGGNGOGPVQFGNCTC\ÏPNGIKUNCVKXCFG-CPV
GUFGEKTNCTC\ÏPFGDGNNGXCTCECDQWPRTQEGUQFGETÉVKECKPOCPGPVG
TGURGEVQCUWURTQRKCUEQPFKEKQPGUFGXCNKFG\2CTCGNNQPGEGUKVCUW
autonomía, necesita liberarse de la “inmadurez” de la costumbre, 
NCUWRGTUVKEKÏP[NCKIPQTCPEKC2GTQGUVCCWVQPQOÉCGUPGEGUCTKC
RTGEKUCOGPVGRCTCTGEQPQEGTNQUNÉOKVGUFGNCTC\ÏP[RQTVCPVQ
NQUNÉOKVGUFGNCCWVQPQOÉC#UÉSWGEWCNSWKGTpETÉVKECFGNCTC\ÏP
gerencial”, si es que necesitamos tal cosa, tendrá que lidiar con esta 
RTQDNGO½VKECSWGRQTUWRWGUVQPQUNNGXCFKTGEVCOGPVGC(QWECWNV
GNUWLGVQCWVÏPQOQGUGNSWGRWGFGGNGIKTNKDTGOGPVGUGTIQDGTPC-
FQGNSWGKPVGTPCNK\CNCTCEKQPCNKFCFFGNCUWOKUKÏPGPUWRTQRKC
RGTUQPCEQOQEQPFKEKÏPFGNCNKDGTVCFGPIGPGTCN'PGUVGUGPVK-
FQSWK\½UUGTÉCKPVGTGUCPVGGZCOKPCTNCHQTOCEKÏPFKUEWTUKXCFGNC
pGXCNWCEKÏPqVCN[EQOQHWPEKQPCGPNCCECFGOKC.CpGXCNWCEKÏPqGU
GNPQODTGFGWPCOGFKFCQDLGVKXCFGNQUTGUWNVCFQURGTQUWQDLGVK-
XKFCFTGUKFGUÏNQGPUWURTQEGFKOKGPVQUtTCVKƂECFQURQTRTQVQEQNQU
[EQPVTCVQUtOKGPVTCUSWGUWEQPVGPKFQGUUWDLGVKXQCWPSWGCƂT-
OCFQCVTCXÅUFGLGTCTSWÉCURTQHGUKQPCNGU.CpGXCNWCEKÏPq[NCpXCNQ-
TCEKÏPqCEQUCPNCUOGPVGUFGWPQUIGTGPVGUSWGPQUQPECRCEGUFG
EQPVTQNCTUWURTQRKCUOGFKFCU[NCWVKNK\CEKÏPFGGUVCOÅVTKECGPNC
CECFGOKCEQPXKGTVGCVQFQGNOWPFQGPWPIGTGPVGtFGUFGGNRTQHG-
UQTCNGUVWFKCPVGtIGTGPVGUFGNQUTGUWNVCFQUFGNRTQEGUQGFWECVKXQ
[FGNCUEQPUGEWGPEKCUOCVGTKCNGUFGGUCUXCNQTCEKQPGU
ƂPCPEKCEKÏP
ECTICNCDQTCNPQVCUGVE'PEWCPVQSWGOÅVTKECSWGFGVGTOKPCGN
XCNQTFGNQSWGUGJCRTQFWEKFQNCXCNQTCEKÏPQGXCNWCEKÏPGUWP
tipo de juicio y, en cuanto que tipo de juicio, presupone la autono-
OÉCFGNLWG\2GTQGPNCUCEVWCNGUEQPFKEKQPGUFGNCCECFGOKCGUVG
juicio resulta imposible, puesto que la autonomía que presupone 
GUVCODKÅPKORQUKDNGNCGXCNWCEKÏP[XCNQTCEKÏPHWPEKQPCPEQOQ
formalidades, su contenido coincide plenamente con su necesidad 
CFOKPKUVTCVKXCQGEQPÏOKEC'UVCVGPFGPEKCTGEWTUKXCQVCWVQNÏIKEC

NCOÅVTKECFGDGOGFKTNQSWGUGRTQFWEGFGOQFQSWGNQSWGUG
RTQFWEGRWGFCUGTOGFKFQJCEGKORQUKDNGSWGVGPICNWICTWPCXCNQ-
TCEKÏPTGCN.CGXCNWCEKÏPCNKIWCNSWGGNCRTGPFK\CLGUKGORTGUGXG
pospuesta para poder aplicar la métrica. Cualquier mecanismo que 
GZKUVGUQNCOGPVGRCTCTCVKƂECTNCUEQPFKEKQPGUFGUWRTQRKCGZKUVGP-
EKCIGPGTCWPCGEQPQOÉCSWGPQUÏNQGUCRQTÅVKECUKPQGPVTÏRKEC 
2GTQRQTUWRWGUVQVCODKÅPGUCRQTÅVKEC'UVCCRQTÉCCFSWKGTG
WPCPWGXCFKOGPUKÏPGPNCGFWECEKÏPCTVÉUVKEC2QFTÉCOQUEQPUK-
FGTCTGNLWKEKQGUVÅVKEQGP-CPVSWG#FQTPQTGEWRGTCGPUWƂNQUQHÉC
VCTFÉC
RQTGLGORNQGPNCDialéctica negativa y en la Teoría estética.C
FGƂPKEKÏPFGNLWKEKQGUVÅVKEQTGUKFGGPSWGPQRWGFGUGTUWDUWOKFQ 
a un concepto, de este modo dota a la experiencia del arte de una 
NCPQTOCVKXKFCFFGNCOGFKFCNCUGIWPFCEQPUVTWKTÉCWPCRQNÉVKEC
directamente a partir de la problemática naturaleza de esta medida 
tÅUVGUGTÉCGNIGUVQCWVQPQOKUVCFGRTQENCOCTGNFGENKXGFGNCNG[
FGNXCNQT[FGNCQOPKRTQFWEVKXKFCFEQOQCNIQSWGPQUNNGXCTÉCO½U
allá del capitalismo—; una tercera consistiría en afrontar la espe-
EKƂEKFCFFGNOQOGPVQRTGUGPVGEQPVQFCUWRQDTG\CRQNÉVKECEQOQ
RTGEKUCOGPVG[GPVQFCUUWUOCPKHGUVCEKQPGUWPCETKUKUFGXCNQTFGN
XCNQTGPEWCPVQSWGRTKPEKRKQFGCEWOWNCEKÏPFGNXCNQTFGRNWUXC-
NÉCEQOQQDLGVQFGNCRTQFWEEKÏP[FGNCGZVGPUKÏPFGGUVGRTQDNGOC
CNCTGRTQFWEEKÏPGPNCETKUKU0QUGVTCVCFGWPCETKUKUFGNOQFQGP
SWGGNXCNQTQRGTCGPGNECRKVCNKUOQNCUOGFKFCUFGCWUVGTKFCFFG 
muestran que disfruta de buena salud: basta con seguir reduciendo 
NQUEQUVGU'PTGCNKFCFUGVTCVCFGWPCETKUKUGPGNUGPVKFQFGSWGUW
HWPEKQPCOKGPVQPQTOCNUGXGECFCXG\O½UEQOQUKPVQO½VKEQFG
WPCETKUKU[EQOQCNIQSWGCEGNGTCFKEJCETKUKUNCHQTOCXCNQTGUVC-
blece así un circuito mucho más directo con el antagonismo social. 
¿QUE RELACIÓN GUARDA TODO ESTO CON LA TEORÍA DEL 
ARTE?
Tal y como se indica en el texto con el que se presentaba este encuen-
tro, es posible que exista una analogía, además de una posible corre-
NCEKÏPGUVTWEVWTCNGPVTGNCUFGOCPFCUFGpKPVGTqpVTCPUq[pETQUq
FKUEKRNKPCTKGFCFSWGJCPCFQRVCFQFGHQTOCPQTOCVKXCNQUIGUVQTGU
WPKXGTUKVCTKQUNQUFQEGPVGU[NQUGUVWFKCPVGU[NCKORNGOGPVCEKÏP
FGTGHQTOCUOGTECPVKNGUQOGLQTFKEJQNCKPUGTEKÏPFKUVÏRKECFG
pOGTECFQUCTVKƂEKCNGUq[NÏIKECUEQORGVKVKXCUGPGNUGEVQTRÖDNKEQ
'URQUKDNGGUVCDNGEGTWPXÉPEWNQGPVTGNCGTTCFKECEKÏPFGNCUFKUEK-
plinas, con sus exigencias irreducibles, sus condiciones y relaciones 
EQPFKHGTGPVGUGUHGTCUGZVTCCECFÅOKECU[NCGTTCFKECEKÏPFGNCCWVQ-
PQOÉCNCEQPFKEKÏPFGGZRGTVQ[GNCWVQIQDKGTPQGPNCKPUVKVWEKÏP
GFWECVKXCGPIGPGTCNCUÉEQOQGPNCUKPUVKVWEKQPGUEWNVWTCNGUSWG
IGUVKQPCPRTQITCOCUGFWECVKXQUEQOQNQUOWUGQU2QTWPNCFQUG
EWNVKXCNCJQOQIGPGKFCF[NCEQORNKEKFCFEQPWPCUJGTTCOKGPVCU
FGIQDKGTPQEQORNGVCOGPVGXCEWCUNCOÅVTKECIGTGPEKCN[NCNÏIKEC
EQORGVKVKXC[COGPEKQPCFCU[NCGNKOKPCEKÏPFGNQUEQPVTCGLGORNQU
FGVGORQTCNKFCFQFGRTQFWEEKÏPGZKUVGPVGUSWGPQUGCNKPGGPFG
HQTOCGHGEVKXCEQPNCTCEKQPCNKFCFSWGNQUCFOKPKUVTCQKPENWUQSWG
de forma completamente inocente, apuntan a la falsedad de dicha 
TCEKQPCNKFCF2QTQVTQNCFQGZKUVGWPHQOGPVQFGNCFKHGTGPEKCFG
NCƃGZKDKNKFCF[FGNQRQTVWPKUOQOGFKCPVGKPEGPVKXQUCNCEQO-
RGVKEKÏPCPKXGNKPFKXKFWCNGKPVGTFGRCTVCOGPVCNRTQOQXKGPFQNC
EQNCDQTCEKÏPUÏNQGPNQUECUQUGPNQUSWGUKTXGRCTCCJQTTCTUGTGEWT-
UQUFGJGEJQSWK\½UGUVQRQFTÉCUGTXKTEQOQQVTCFGƂPKEKÏPFG 
pVTCPUFKUEKRNKPCTKGFCFq 2QT GLGORNQ GN QDLGVKXQFG GXCNWCT GN
pKORCEVQqFGWPCKPXGUVKICEKÏPTGƃGLCNCRTGQEWRCPVGCODKIØG 
FCFFGNQSWGUGEQPUKFGTCNCpTGNGXCPEKCUQEKCNqFGNCKPXGUVKICEKÏPCEC-
FÅOKECRGTQVCODKÅPEQOQNCTGNGXCPEKCUQEKCNGPUÉSWGFCFGƂPKFC 
EQOQTGNGXCPEKCGEQPÏOKECEQOQHWGPVGFGKPITGUQUFGTKXCFQU
FGNCRTQRKGFCFKPVGNGEVWCN7PCKPXGTUKÏPCHGEVKXCGPNCCWVQPQ-
mía —en las estructuras sociales y profesionales de la academia— 
#PVGUQFGURWÅUOGFKTGNXCNQTUGEQPXKGTVGGPOGFKTNCFGXCNWCEKÏP
FGNVTCDCLQNCFGXCNWCEKÏPFGUWVKGORQFGTGRTQFWEEKÏPe'NECRKVCN
ha tomado su propia medida y no da la talla. Siempre tiene un día de 
TGVTCUQ[NGHCNVCPWPFÏNCTQWPOKNNÏP.CDWTIWGUÉCPQVKGPGCFQPFG
KT[PCFCSWGJCEGTUKPQTGITGUCTCNCHWGPVGWPCXG\O½U[JCEGTO½U
RTGUKÏPRCTCFGXCNWCTGNVTCDCLQ%WCNSWKGTEQUC[VQFQNQSWGOGLQTGNC
TGRTQFWEEKÏPFGNVTCDCLQ[NCUVTCDCLCFQTCUGPEWCPVQSWGUGTGUUQEKCNGU
UGEQPXKGTVGGPQDLGVKXQ2.2. Ibid.
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ETÉVKECUSWGPQRWGFGPCDQTFCTUGGPGNOCTEQQRGTCVKXQFGNCRTQ-
RKCKPUVKVWEKÏP
NQSWGCUWXG\PQUNNGXCCNCEWGUVKÏPO½UIGPGTCN
CEGTECFGNCETÉVKECKPUVKVWEKQPCNEQOQHQTOCEKÏP[GUVTCVGIKC=WPC
KPUVKVWEKÏP?SWGUWRQPGGNFGURNC\COKGPVQFGNCETÉVKECCNECRKVCN[
TGUWNVCRQTVCPVQHWPFCOGPVCNOGPVGJQOGQR½VKECQGPVÅTOKPQU
FGWPCETÉVKECOCVGTKCNKUVCFGNCTGGUVTWEVWTCEKÏPRTQXQECFCRQTGN
pECRKVCNKUOQCECFÅOKEQqEQPUWKPVGPUKƂECEKÏPFGNCGZRNQVCEKÏP
NCRTQNGVCTK\CEKÏP[NCRTGECTK\CEKÏPFGNRGTUQPCNCECFÅOKEQ[NQU
GUVWFKCPVGUNCƂPCPEKCTK\CEKÏPFGNQURTGUWRWGUVQUNCXKIKNCPEKCGN
EQPVTQNDKQRQNÉVKEQNCGNKOKPCEKÏPFGJWGEQURCTCGNFKUGPUQVCPVQ
FGPVTQFGNCWPKXGTUKFCFEQOQGPGNGURCEKQUQEKCNSWGÅUVCUQNÉC
ocupar, etcétera. Mientras que ninguna de estas críticas se puede 
UGRCTCTFGNCQVTCJC[CNIQSWGCODCUPGEGUKVCPFCKIWCNEÏOQ
las categoricemos: tomarse en serio el problema de la autonomía 
[NCUEQPVTCFKEEKQPGUSWGÅUVGKORNKECPQUÏNQRCTCNQUQDLGVQUFG
esta crítica sino para el proyecto de crítica en sí y para el papel que 
RWGFCLWICTNCVGQTÉCGPUWGNWEKFCEKÏP
2WGFGSWGXCNICNCRGPCCRWPVCTCSWÉSWGGNWUQFGNCpVGQTÉCq
EQOQFKUQNXGPVGRCTCNCUHTQPVGTCUFKUEKRNKPCTGUO½UTGECNEKVTCP-
tes, guarda alguna similitud con lo que Jacques Rancière llama un 
“régimen estético”, el impulso que se augura en el Modernismo y el 
CTVGFGXCPIWCTFKCRTGFKECFQGPNCFKUQNWEKÏPFGNCUHTQPVGTCUGPVTG
el arte y todo lo demás —entre el arte y el no-arte, entre el arte y 
NCXKFCt[SWGGUVCDNGEGUWGURGEKƂEKFCFRTGEKUCOGPVGOGFKCPVG
ÅUVCECRCEKFCFRCTCRTQXQECTNCFKUQNWEKÏPRQTNQOGPQUFGPVTQFG
UWRTQRKQECORQ/GIWUVCTÉCCXGTKIWCTUKGURQUKDNGTGKPVTQFWEKT
CNIÖPVKRQFGCPVCIQPKUOQ[PGICVKXKFCFGPGUVCPQGURGEKƂEKFCF
PQUÏNQRCTCTGNCEKQPCTPWGUVTCFKUEWUKÏPFGPWGXQEQPNCGEQPQOÉC
RQNÉVKECFGWPCOCPGTCSWGEQPUVKVWVKXCOGPVGPQUÏNQPQHQTOCTÉC
parte del proyecto político formalista de Rancière, sino que ade-
O½UIGPGTCTÉCWPEQTVQEKTEWKVQGPVTGNCPGICVKXKFCF[WPJQTK\QPVG
emancipador en un momento en el que la economía realmente ha 
EQRCFQGNOGTECFQFGNQWVÏRKEQEQOQGNGLGORNQFGNpXCNQTKPVTÉP-
UGEQqFGOWGUVTC6CODKÅPPGEGUKVCTÉCOQUFGƂPKTFGPWGXQSWÅVKRQ
FGQDLGVQFKUEWTUKXQQETÉVKEQGUNCpVGQTÉCFGNCTVGqQRQPKGPFQÅUVC
al papel homogenizador que la “teoría” juega en el campo de las 
JWOCPKFCFGUGPIGPGTCN[GPNCGFWECEKÏPCTVÉUVKECGPRCTVKEWNCT
2QFTÉCOQUFGEKTSWGNCpVGQTÉCFGNCTVGqUKIWGUKGPFQCNIQOW[GURG-
EÉƂEQOKGPVTCUSWGNCVGQTÉCGPGNCTVGEQPUVKVWVKXCOGPVGPQNQGU
1VTQRTQDNGOCUGTÉCUCDGTUKNCGZVGPUKÏPFGNCpVGQTÉCqJCKPKEKCFQ
CUWXG\WPCGZRCPUKÏPFGNCpVGQTÉCFGNCTVGqRGTQRQTGNOQOGPVQ
XQ[CCUWOKTSWGNCGZVGPUKÏPFGNCpVGQTÉCqGUNCGZVGPUKÏPFGNC
“teoría en general” y que se propone como una alegoría que funcio-
PCGPGNECORQGRKUVÅOKEQRCTCNNCOCTPWGUVTCCVGPEKÏPUQDTGNC
GZVGPUKÏPFGNCHQTOCXCNQTGPNCWPKXGTUKFCF
AUTONOMÍA / NEGATIVIDAD
2QFGOQURGPUCTGPNCEQPHTQPVCEKÏPEQPNCOÅVTKECVCN[EQOQUG
GUV½OCPKHGUVCPFQCEVWCNOGPVGGPGNOQXKOKGPVQGUVWFKCPVKNEQPVTC
NQUTGEQTVGU[NCUTGHQTOCUpFGIGPGTCVKXCUqGPNCGFWECEKÏPRÖDNKEC
FGPVTQ[HWGTCFGNEQPVGZVQFGN2TQEGUQFG$QNQPKCEQOQRTQFWEVQ
del proyecto de autonomía crítica: se trata de adelantar la posibi-
lidad —aunque no siempre de forma consistente o consciente— 
HQTOCGURGEÉƂECFGTC\ÏPFGWPCTCEKQPCNKFCF2QTUWRWGUVQNC
RTQFWEEKÏPFGNCTVGCNCSWG-CPVUGTGƂGTGEQOQWPpRTQRÏUKVQUKP
RTQRÏUKVQqVCODKÅPRQUGGWPCTCEKQPCNKFCFGURGEÉƂEC#UÉSWGCSWÉ
nos encontramos con dos tipos de juicios que operan en la academia 
FGCTVGQGPNCGFWECEKÏPCTVÉUVKECSWGCRTKOGTCXKUVCTGUWNVCP
incompatibles: no pueden ser subsumidos bajo un concepto y, sin 
GODCTIQRWGFGPUGTXCNQTCFQUFGHQTOCLWUVCOGFKCPVGWPCOÅVTKEC
estandarizada que imputa “resultados” tales como las “habilidades 
críticas” o, como también podríamos llamarlas, la “autonomía”. 
2GTQSWK\½UGZKUVCWPCEQPGZKÏPQEWNVCCODQUVKRQUFGLWKEKQUQP
RWTCOGPVGHQTOCNGUEQOQRCTGEGTÉCKPFKECTNCƂEEKÏPQRGTCVKXC
FGNpXCNQTKPVTÉPUGEQq
.CVGQTÉCEQOQVÅTOKPQRQNKXCNGPVGSWGJCEKTEWNCFQFGUFGNQU
QEJGPVCSWK\½URWGFCUGTXKTEQOQQVTQGLGORNQFGNCGƂECEKCUQEKCN
FGNRTQDNGOCFGNCpCWVQPQOÉCqGPNCGFWECEKÏPUWRGTKQT[GPNC
GFWECEKÏPCTVÉUVKECGPRCTVKEWNCT6TCUNCUTGXWGNVCUUQEKCNGU[RQNÉ-
ticas de los sesenta y setenta, se reclamaba un contexto intelectual 
O½UCORNKQRCTCWPCGFWECEKÏPCTVÉUVKECSWGVQFCXÉCVGPFÉCCRTQ-
FWEKTKPFKXKFWQUOQFGTPKUVCUOQP½FKEQU[GPENCWUVTCFQUUGIÖPGN
OQFGNQEQFKƂECFQFGNCCWVQPQOÉCTGCEEKQPCTKCQRQTNQOGPQU
UGIÖPNCURTGUWRQUKEKQPGUFGFKEJCGFWECEKÏPVCN[EQOQUGRQPÉC
GPRT½EVKEC*WGNICFGEKTSWGNQUKPFKXKFWQUOQP½FKEQUUGHQTOCPQ
UGFKURGTUCPVCODKÅPCVTCXÅUFGQVTCUHWGT\CUGKPƃWGPEKCUUQEKCNGU
Así que la teoría llega, importada de otros campos como la estéti-
ECNCUQEKQNQIÉCNCƂNQUQHÉCNCCPVTQRQNQIÉC[NCUXCTKCUFKXKUKQPGU
moleculares post-68 de la política a medida que se fueron institu-
cionalizado: la teoría feminista, la teoría poscolonial, la teoría queer, 
GVE%QPGUVQPQUGSWKGTGFGEKTSWGNCGFWECEKÏPCTVÉUVKECJWDKGTC
GUVCFQGZGPVCFGVGQTÉCJCUVCGPVQPEGUUÏNQSWGNCVGQTÉCPQEQPUVK-
VWÉCWPRCT½OGVTQFKUEKRNKPCT'PNCOGFKFCGPNCSWGEQPUVKVWÉCWP
FKUEWTUQKPVTCQGZVTCFKUEKRNKPCTNQJCEÉCRQTXKTVWFFGRTQHGUQTGU
[RTQHGUQTCUSWGFGEKFÉCPCFQRVCTNQCPKXGNKPFKXKFWCN
.CKPUVKVWEKQPCNK\CEKÏPFGNCVGQTÉCUGRTGUGPVÏCUÉOKUOCEQOQ
una forma de romper las fronteras y abrir las líneas de comuni-
ECEKÏPGPVTG NCGFWECEKÏPCTVÉUVKEC[ NCUFKUEKRNKPCUCECFÅOKECU
O½UVTCFKEKQPCNGUCFGO½UFGEQOQWPCHWGT\CFGGUVCPFCTK\CEKÏP
[GSWKRCTCEKÏPFGNEQPQEKOKGPVQGPVQFQGNECORQFGNCGFWEC-
EKÏPRQNKVÅEPKECDTKV½PKEC'UFGEKTUGVTCVCDCFGWPCHWGT\CSWG
KORWNUCDCCNCRTQHGUKQPCNK\CEKÏPUGIÖPWPOQFGNQFKUEWTUKXQEQP-
creto, el modelo de las “humanidades” y —a largo plazo— supuso 
NCGTTCFKECEKÏPFGNQUOQFGNQUFGGPVTGPCOKGPVQUQEKCNK\CEKÏP[
GXCNWCEKÏPGURGEÉƂEQUFGNCGFWECEKÏPCTVÉUVKEC5GVTCVCDCVCODKÅP
FGWPRTQEGUQKPVGITCFQTRGTQGUVCKPVGITCEKÏPKORNKEÏFGDKNKVCT
muchas de las estructuras artesanales tradicionales de la autori-
FCFRGTUQPCNGPNCTGNCEKÏPRTQHGUQTCNWOPQ
SWGVQFCXÉCRGTUKUVG
RQTGLGORNQGPGNUKUVGOCCNGO½P[CDTKTNCGFWECEKÏPCTVÉUVKECC
VQFCWPCUGTKGFGFGDCVGUETÉVKEQUSWGUGFGUCTTQNNCDCPCVTCXÅUFG
las humanidades y las ciencias sociales, de los que había permane-
cido aislada hasta entonces, por lo menos dentro de la academia. 
#JQTCDKGPGPSWÅOGFKFCGUVGIKTQTGRTGUGPVÏWPTGHWGT\QFKU-
EKRNKPCTFGNCFKUQNWEKÏPFGNCUFKUEKRNKPCUGPNCWPKXGTUKFCFFGN
XCNQTECRKVCNKUVCQWPFKUEKRNKPCOKGPVQOGFKCPVGNCKORQUKEKÏP
FGFKEJQXCNQTtSWGJCUKFQGNOQVQTGHGEVKXQFGNCUVTCPUHQTOC-
EKÏPGPNCOKVKƂECFCWPKXGTUKFCFJWOCPÉUVKECtGUWPCEWGUVKÏP
SWGUGRWGFGRNCPVGCTFGOWEJCUOCPGTCU2QTGLGORNQGPVÅT-
OKPQUFGETÉVKECKFGQNÏIKECGUFGEKTRTGIWPV½PFQPQUUKNCVGQTÉC
ha supuesto el desplazamiento de unas energías o preocupaciones 
.CGEQPQOÉCNKDKFKPCNNCVGZVWTCUGETGVCFGNQUXCNQTGUNQUGUVKNQUFG
XKFC[FGUGQUQEWNVQURQTNCGEQPQOÉCRQNÉVKECEQPUVKVW[GPGNXGTFCFGTQ
RNCPQFGEQPUKUVGPEKCFGGUVCTGXWGNVC
Claire Fontaine, “Human Strike”
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FGNpECRKVCNJWOCPQq2GTQVCODKÅPGUVCDNGEGWPPGICEKÏPFKCNÅE
VKECFGGUVGXÉPEWNQ[CRGTUKICWPCPGICEKÏPFGNCTCEKQPCNKFCF
QFGNCJGVGTQPQOÉC
[FGUWUWUVCPEKCEQOÖPGNTGEQPQEKOKGPVQ 
FGNQUNÉOKVGU
Al defender este abordaje dialéctico de la “autonomía”, podemos 
TGXKUKVCTNCpVGQTÉCqGPUWUOÖNVKRNGUIWKUCU5GVTCVCCNOKUOQVKGO-
RQFGNFKUQNXGPVGFGNCFKUVKPEKÏPCECFÅOKECFGNCIGPVGEQTTQUKXQ
de la resistencia disciplinar y del objeto amenazado por la disciplina 
FGNOGTECFQGPNCKPVGITCEKÏPFKTGEVCFGNCUCUKIPCVWTCUCECFÅOK-
ECUGPNQUCP½NKUKUFGEQUVGDGPGƂEKQSWGQRGTCPGPNCHCNNCFGUW
NÏIKECFGUFGGNUCPVQ[UGÍCFGNpXCNQTKPVTÉPUGEQqSWGGPTGCNKFCF
HCXQTGEGUÏNQNQSWGTGUWNVCGZRNQVCDNGEQOQHWGPVGFGKPITGUQU 
.QSWGPGEGUKVCOQUVTCGTCEQNCEKÏPGUNCPGICVKXKFCFFGNQPQGURG-
EÉƂEQWPCPGICVKXKFCFSWGtEQOQ[CUGJCFKEJQtGUGODNGO½-
VKECFGNOQFQGPSWGGNCTVGQRGTC[UGFGƂPGCUÉOKUOQEQOQWP 
pTÅIKOGPGUVÅVKEQqRGTQSWGUÏNQRWGFGGOGTIGTGPNCRTCZKURQNÉVKEC
de la hostilidad hacia el presente, en lugar de en la mimesis de lo 
[CGZKUVGPVGGUFGEKTNCFKUQNWEKÏPFGVQFCUNCUFKUVKPEKQPGUGPNC
NG[FGNXCNQTGZEGRVQCSWGNNCUSWGGNNCOKUOCGPIGPFTC[TGHWGT\C
.CPGICVKXKFCFGUVCODKÅPWPCECVGIQTÉCCRQNÉVKECSWGGOGTIGFGN
GPEWGPVTQFKTGEVQEQPWPQUECORQUFGCEVKXKFCFRTKXCFQUFGUWUKNW-
siones humanistas y de la necesidad de ir más allá de ellos al tiempo 
que lidiamos con el poder residual de dichas ilusiones, que alber-
ICPGNFGUGQFGQVTCEQUC'UCGUVQCNQSWGOGTGƂGTQEWCPFQFKIQ 
pCWVQPQOÉCq 5K SWGTGOQUJCDNCTFG pFGHGPFGT NC GFWECEKÏPqQ
pFGHGPFGTNCUCTVGUqUKPTGEWTTKTCNGEVWTCUQDUQNGVCUGJKUVÏTKECOGP-
VGKPGZCEVCUFGNpDKGPRÖDNKEQq
GUCUWRWGUVCCRTGEKCEKÏPXKUKQPCTKC
que el estado pre-neoliberal tenía del conocimiento y la cultura 
XCNQTCFQURQTUÉOKUOQUSWGEQPXGPKGPVGOGPVGUGTGHWGT\CEQP
CTIWOGPVQUUQDTGNQUDGPGƂEKQUGEQPÏOKEQUFGFKEJQFGUKPVGTÅU
PQUGPHTGPVCOQUCWPGPQTOGFKNGOCNCIGPVGPQXCCNWEJCTRQT
lo que no existe, ni por lo que no puede imaginar. Lucharán por 
CNIQSWGETGGPSWGGZKUVGKPENWUQUKNCETÉVKECUGÍCNCSWGFGJGEJQ
PQGZKUVGQSWGUKGZKUVGUWGZKUVGPEKCJCUKFQUKGORTGUÏNQRCTC
WPQURQEQU[DCLQEQPFKEKQPGUFGITCPFGUKIWCNFCF'NUWLGVQFG
la crítica debe cuestionar, antes que nada, las condiciones de su 
propia autonomía crítica y bajo qué condiciones ésta debe ser pre-
UGTXCFCQFGUGEJCFC7PQDLGVQEQOQGUCpGFWECEKÏPqSWGFGDGUGT 
pFGHGPFKFCqUGXWGNXGXKUKDNGQKPENWUQGOGTIGRTGEKUCOGPVGEWCP-
do está siendo atacado y las relaciones sociales que presupone dicho 
QDLGVQCOGFKFCSWGUGKPXGPVCPTGVTQURGEVKXCOGPVGVCODKÅPFGDGP
UGTKPXGPVCFCUGPGNRTGUGPVG'UQGUWPCEQUC1VTCEQUCGUSWGGP
GNOWPFQFGNpXCNQTKPVTÉPUGEQqNCKFGCFGSWGWPDKGPPQRWGFC 
de un ejercicio de producir y compartir conocimientos que se nie-
IWGCUQOGVGTUGCNCJGVGTQPQOÉCGPVGPFKFCÅUVCEQOQNCNÏIKECGEQ-
PQOKUVCQTC\ÏPKPUVTWOGPVCN
GUFGEKTTGKXKPFKECNCCWVQPQOÉCFGN
VKGORQ[GNGURCEKQFGNCRTGPFK\CLGPQKPUVTWOGPVCN[EQOQNCCWVQ-
PQOÉCSWGUGPQUQHTGEGCEVWCNOGPVG
NCCWVQPQOÉCFGNEQPUWOKFQT
FGNQUENKGPVGUGORQFGTCFQUHTGPVGCUWURTQXGGFQTGUFGUGTXKEKQU
'PUWRWPVQO½U½NIKFQtGURGEKCNOGPVGGPNCUQEWRCEKQPGUtGUVG
OQXKOKGPVQVCODKÅPKORNKECGPHTGPVCTUGPQ[CCNCCWVQPQOÉC
UKPQCNCpCPQOKCqFGWPCEQOWPKFCFRQNÉVKECUKPRTQITCOCPKCƂ-
NKCEKÏPRQNÉVKECUWRTQRKCKPUWƂEKGPEKC[EQPVKPIGPEKCTCFKECNSWG
UGRTGUGPVCCNOKUOQVKGORQEQOQEQPFKEKÏPFGRQFGT
RQTGLGORNQ
GNTGUWNVCTKPFKUEGTPKDNGCNQUCRCTCVQUFGTGRTGUKÏPGNTGEJC\CT
NCUWPKFCFGUCWVQTKVCTKCUQHQTOCNKUVC[EQOQEQPFKEKÏPFGFGDKNK-
FCF
NCFKƂEWNVCFRCTCGPEQPVTCTHWGPVGUFGEQORTQOKUQUQUVGPKFQ
para trazar un plan, reaccionar a las circunstancias y para sostener 
WPCPVCIQPKUOQFGHQTOCRQUKVKXCO½USWGOGTCOGPVGTGCEVKXC 
'NIKTQJCEKCNCCWVQPQOÉCGPGUVGCP½NKUKUUGRQFTÉCRNCPVGCT
de forma diferente, sobre todo cuando hablo de la “autonomía 
FGNEQPUWOKFQTqEQOQGNOGFKQSWGJCEGRQUKDNGGPVGPFGTEÏOQ
NCRCTVKEKRCEKÏP[NCKPFGRGPFGPEKCUGEQPXKGTVGPGPGUVTCVGIKCU
de control por parte de las instituciones capitalistas en descom-
RQUKEKÏP¥UVCHQTOCRCTVGFGNCUWDLGVKXKFCFFGWPOGTECFQSWG
estas instituciones no pueden dejar de reproducir, tanto cuando la 
QEWNVCP
OGFKCPVGNCECVGIQTÉCFGpGZEGNGPEKCqQNCRTQOGUCFGNC 
pKPXGUVKICEKÏP KPFGRGPFKGPVGq EQOQ EWCPFQ TGHWGT\CP ¥UVCU 
pCDUVTCEEKQPGUTGCNGUq6QFQUNQUOQXKOKGPVQUFGQRQUKEKÏPSWGQRG-
TCPGPGUVGVGTTGPQEQORCTVGPGNOKUOQRTQDNGOC2QTUWRWGUVQ
la soberanía arropada en términos de la soberanía del consumidor 
PQGUPCFCPWGXQGUNCHQTOCOGFKCPVGNCSWGNQUFGUGQUGOCPEK-
RCFQTGUUGOGTECPVKNK\CPGKPFKXKFWCNK\CPGPWPCUQEKGFCFUKPPKP-
IÖPVKRQFGJQTK\QPVGRCTCTGCNK\CTFKEJQUFGUGQUEQNGEVKXCOGPVG 
'UVGFGDCVGVCODKÅPVGPFT½SWGTGXKUKVCTGPCNIÖPOQOGPVQVCPVQNC
FGUKIPCEKÏPFGWPCpCWVQPQOÉCTGNCVKXCqVCN[EQOQJCUKFQTGCRTQ-
RKCFCRQTNCEWNVWTC[NCGFWECEKÏP[GNWUQFGNCpCWVQPQOÉCqEQOQ
GNRQVGPEKCNETÉVKEQFGNCQDTCFGCTVGGPUWECT½EVGTFGXCNQTFGKPVGT-
cambio absoluto en la teoría estética de Adorno. Tampoco es posible 
CXCP\CTGPGUVCTWVCUKPCNWFKTRQTNQOGPQUCNCKPUGRCTCDKNKFCF
FGNUWLGVQCWVÏPQOQ[NCCWVQPQOÉCFGNCTVGEQOQTCUIQECPÏPKEQ
FGNCQTVQFQZKCOQFGTPKUVC
)TGGPDGTI[EQORCÍÉCGNECORQCWVQ-
legislador que obedece a sus propias leyes inmanentes, medio por 
OGFKQ;GUQUGRWGFGUGIWKTENCTQGUV½EQPNCQDUGTXCEKÏPFGSWG
GUVCPQEKÏPFGCWVQPQOÉCHWGUWUVKVWKFCRQTQVTCFKHGTGPVGNCCXCP-
zada por el arte conceptual, menos interesado en la inmanencia de 
NCUTGINCUFGRTQFWEEKÏPFGNCTVGGURGEKƂECUFGECFCOGFKQ
XÅCUG
-QUWVJ[EQORCÍÉCSWGGPGNUGPVKFQRQNÉVKEQGKPUVKVWEKQPCNFGNC
“autonomía”. O se podría decir que superar ese primer sentido de 
CWVQPQOÉCGTCPGEGUCTKQRCTCKOCIKPCTSWÅRQFTÉCUKIPKƂECTSWG 
GNCTVGDWUECTCGUGUGIWPFQVKRQ;GURQUKDNGSWG#FQTPQOCTECTCGN
nexo inestable entre estos dos tipos de autonomía, por ejemplo con 
UWWUQFGNEQPEGRVQFGOÏPCFCRCTCGUSWGOCVK\CTGNCTVG
.QSWGKPVGPVQFGEKTGUSWGGNGZEGUQCHGEVKXQSWGEQTTGURQPFG
al término “autonomía”, la economía libidinal de la autonomía 

EQOQFKEGNCEKVCSWGCOGPWFQTGUWNVCUGTRTGXKUKDNGOGPVGRGT-
XGTUCEWCPFQNCXGOQUFGUFGNCRGTURGEVKXCFGNCCWVQPQOÉCGPUW
TGIKUVTQPQTOCVKXQFGNUWLGVQTCEKQPCNCWVQNGIKUNCFQSWGGUVCDNG-
EGWPXÉPEWNQPQFGOCUKCFQFKUKOWNCFQEQPNCUWDLGVKXKFCFJGVG-
TÏPQOCFGNCIGPVGTCEKQPCNFGNCGEQPQOÉCPGQEN½UKECGNFWGÍQ
Hay un conocido pasaje en el que Marx nos alienta a hacer lo imposi-
DNGGUFGEKTCRGPUCTGPGUVGFGUCTTQNNQEQOQCNIQRQUKVKXQ[PGICVKXQ
CNCXG\EQPUGIWKTGPQVTCURCNCDTCUWPVKRQFGRGPUCOKGPVQSWGUGC
capaz de percibir las características patentemente penosas del capita-
lismo junto a sus dinámicas más extraordinarias y liberadoras en un 
solo pensamiento y sin atenuar la fuerza de ninguno de esos juicios. 
&GDGOQUFGCNIÖPOQFQGNGXCTPWGUVTCUOGPVGUJCUVCWPRWPVQGP
el que sea posible entender que el capitalismo es al mismo tiempo lo 
OGLQT[NQRGQTSWGLCO½UNGJCUWEGFKFQCNCTC\CJWOCPC'NNCRUQ
FGUFGGUVGCWUVGTQKORGTCVKXQFKCNÅEVKEQCWPCRQUVWTCO½UEÏOQFC
desde la que adoptar posiciones morales es una tendencia recalcitrante 
y demasiado humana. A pesar de ello, la urgencia del tema exige que 
JCICOQURQTNQOGPQUWPGUHWGT\QRCTCRGPUCTNCGXQNWEKÏPEWNVWTCN
del capitalismo tardío de forma dialéctica, como catástrofe y progreso 
simultáneamente3.3. Fredric Jameson, Postmodernism, or, the Cultural 
Logic of Late Capitalism8GTUQ.QPFTGU[0WGXC 
;QTMR
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OGFKTUGTGUWNVCVCPCPCETÏPKECEQOQKPVGORGUVKXC4GUWNVCCPC-
ETÏPKECRQTSWGGUCKFGC[CKPENW[GWPCHQTOCFGEQPVCDKNK\CTRQT
NQOGPQUpKFGQNÏIKECOGPVGqNQSWGUGTGUKUVGCUGTOGFKFQGXKFGP-
ciando que no posee ninguna incompatibilidad técnica o de prin-
cipios con la métrica gerencial o “economista”, saber si la forma 
XCNQTRWGFGUGTEWGUVKQPCFCGPNWICTFGEQPUQNKFCFCCVTCXÅUFG
KPUVTWOGPVQUECFCXG\O½UPGDWNQUQURGTQPQRQTGNNQOGPQUGƂ-
ECEGUGUUKGORTGWPCEWGUVKÏPFGRTCZKURQNÉVKEC6CODKÅPTGUWNVC
CPCETÏPKECGPVÅTOKPQUFGNCRTQFWEEKÏPFGUWDLGVKXKFCF[CSWG
NCCEWNVWTCEKÏPCHQTOCUFGXKFCEQTRQTCVKXCUSWGCEQORCÍCCNC
UWDUWPEKÏPTGCNFGNCGFWECEKÏP
[NCRTQFWEEKÏPEWNVWTCN[SWG
KPENW[GNCPCVWTCNK\CEKÏPFGNCKFGCFGUGTXKEKQUOGTECPVKNK\CDNGU
NCGFWECEKÏPEQOQOGTECPEÉCGNTGEKDKTFGCEWGTFQEQPNQRCICFQ
[FGO½UFGUVTW[GNCUDCUGUFGUFGNCUSWGRNCPVGCTWPCQRQUKEKÏPC
GUVCHQTOCFGIGUVKQPCTNCUWPKXGTUKFCFGUEQOQUKHWGTCPPGIQEKQU
SWGRTQRQTEKQPCPWPUGTXKEKQCCUVWVQUEQPUWOKFQTGU
La soberanía del consumidor puede considerarse, al mismo tiem-
RQWPKPFKECFQTFGNCUWDUWPEKÏPTGCNGPGUVCU½TGCUWPUKIPQFGN
GENKRUGJKUVÏTKEQFGNCNGIKVKOKFCFFGNCKFGCFGpDKGPRÖDNKEQq[
NCTGEQPƂIWTCEKÏPFGVQFCUNCUEQOWPKFCFGUGPNCEQOWPKFCFFGN
ECRKVCN2GTQCOGFKFCSWGFGUEQORQPGQDLGVKXCOGPVG[GTQUKQPC
NCUEQPFKEKQPGUFGRQUKDKNKFCFFGUWRTQRKCGZKUVGPEKCRTQXQECHTKE-
ciones que —por lo menos en un principio— tienen que partir de la 
RTGUWPEKÏPFKUVQTUKQPCFCRGTQOW[TGCNFGFKEJCUQDGTCPÉC'UVGGU
GNECUQGXKFGPVGOGPVGPQUÏNQFGNOQXKOKGPVQGUVWFKCPVKN
SWGRQT
QVTQNCFQPQUÏNQUGEQORQPGFGGUVWFKCPVGUUKPQVCODKÅPFGNQU
VTCDCLCFQTGUWPKXGTUKVCTKQUCFOKPKUVTCVKXQUQCECFÅOKEQU
GUFGEKT
FGCSWGNNQVTCDCLCFQTGUSWGRQUGGPWPGUVCVWUPQOKPCNFGWPPKXGN
SWGKORNKECWPEKGTVQKPVGTÅUCHGEVKXQRQTPQCNVGTCTGNstatus quo 
'URQUKDNGSWGUGCOWEJQO½UFKHÉEKNTQORGTEQPNQURCVTQPGUFG
CVQOK\CEKÏP[EQORNKEKFCFRTQRKQUFGNCXGTUKÏPFGNCCWVQPQOÉC
KORGTCPVGJQ[GPGNNWICTFGVTCDCLQWPKXGTUKVCTKQSWGEQPGNOQFQ
en que esas condiciones son mediadas para los estudiantes, porque 
CSWÉNCCWVQPQOÉCSWGFCKODTKECFCGPWPEKENQXKEKQUQFGpRTQHG-
UKQPCNKUOQqSWGXCEÉCWPCUGUVTWEVWTCUFGCWVQIQDKGTPQSWGFGDGP
TGNNGPCTUGEQPWPCNÏIKECFGFQOKPCEKÏPEQORGVKEKÏP[OGFKEKÏP
XCEWC[CÖPO½UDTWVCN
#SWÉUGTÉCKPVGTGUCPVGTGHGTKTUGtFGPWGXQEQPWPCDTGXGFCF
imperdonable— al contexto del que he sacado la referencia utiliza-
da anteriormente, la de un estado de la comunidad del capital que 
UGpFGUEQORQPGQDLGVKXCOGPVGq'NVÅTOKPQpEQOWPKFCFFGNECRK-
VCNqXKGPGFG,CESWGU%COCVVG[FGNCVGQTÉCEQOWPKUVCFGGZVTGOC
K\SWKGTFCGPNCSWGVTCDCLCDCUWEQPVTCRQUKEKÏPFGWPCpEQOWPKFCF
humana” con dicha comunidad del capital, implicaría todo tipo de 
FKUEWUKQPGUUQDTGpGNUGTEQOQGURGEKGqNCCPVTQRQNQIÉCPGICVKXC
[GNOCVGTKCNKUOQCPVTQRQNÏIKEQSWGRCUCTÅRQTCNVQCJQTC5KP
GODCTIQGNGURÉTKVWFGNCTGHGTGPEKCRTQXKGPGFGNCQDTCFG6JGQTKG
%QOOWPKUVG['PFPQVGUUQDTGNCpEQOWPK\CEKÏPqSWGRTGUGPVCWPC
TWRVWTCGPNCUTGNCEKQPGUFGENCUGUSWGRQTRTKOGTCXG\JCEGPRQUK-
DNGGNEQOWPKUOQ
VCORQEQOGOGVGTÅFGOCUKCFQGPGUQ[VCODKÅP
de manera más tangencial, de la obra de Loren Goldner y de todo el 
trabajo que se está haciendo alrededor de la tesis de que el capitalis-
OQGUV½GPpFGECFGPEKCq[[CPQGUWPCHWGT\CRTQITGUKXCUKPQWPC
EW[CEQPVKPWCFCGZKUVGPEKCFGRGPFGGPNCPQTGRTQFWEEKÏPFGHWGT-
\CUTGRTQFWEVKXCUNCNKSWKFCEKÏPFGCEVKXQU[NCRTQNKHGTCEKÏPFGWP
ECRKVCNƂEVKEKQ
RQTGLGORNQNCpƂPCPEKCTK\CEKÏPqRGTQVCODKÅPRQT
GLGORNQNCpGEQPQOÉCFGNEQPQEKOKGPVQqSWGUGCRQ[CGPWPXCNQT
FGRNWUXCNÉCCÖPRQTUGTRTQFWEKFQ[SWGSWK\½UPWPECUGRTQFW\EC 
La importancia de esta referencia para el trabajo que actualmente 
estoy haciendo sobre el arte dentro y, potencialmente en contra, del 
ECRKVCNDCLQGNVÉVWNQpNCGURGEWNCEKÏPEQOQOQFQFGRTQFWEEKÏPq
GUSWGNKFKCEQPWPCETÉVKECFGNCHQTOCXCNQTSWGGUPGICVKXCGPNC
OGFKFCGPSWGTGEQPQEGGNXCNQTFGWUQEQOQWPCURGEVQFGNXCNQT
FGKPVGTECODKQ
NCPCVWTCNG\CFWCNFGNCOGTECPEÉC[GNVTCDCLQ
como trabajo capitalista, a diferencia de cualquier crítica moralista 
QTGFWEVKXKUVCSWGGPVGPFKGTCNCCƂTOCEKÏPFGNXCNQTFGWUQQNC
XCNQTK\CEKÏPFGNVTCDCLQEQPVTCGNECRKVCNEQOQRTGƂIWTCEKQPGUFG
WPCUQEKGFCFQWPCXKFCPQECRKVCNKUVCU;QUKVWCTÉCITCPRCTVGFG
NQUFGDCVGUUQDTGGNpRTQEQOÖPqGPGUVCÖNVKOCECVGIQTÉC.QSWGGU
más, pediría que, por lo menos experimentalmente, pensáramos 
GPNCpCWVQPQOÉCqGPNCUNÉPGCUFGNCPGICVKXKFCFSWGGUVCKPXGUVKIC-
EKÏPFGUCTTQNNCCRCTVKTFGNCETÉVKECFG/CTZCNCGEQPQOÉCRQNÉVKEC 
7PCPGICVKXKFCFGPTGNCEKÏPCNCCWVQPQOÉCFGNCENCUGVTCDCLCFQTC
NCCWVQPQOÉCFGWPpJCEGTqSWGCVTCXKGUC[GPEKGTVQUGPVKFQQPVQ-
NÏIKEQRTGEGFGCUWCRTQRKCEKÏPECRKVCNKUVC#SWÉNCpCWVQPQOÉCq
debería pensarse en la línea de sus condiciones de imposibilidad y, 
al pensar su imposibilidad se deberán tomar en cuenta sus actua-
les condiciones de posibilidad, pues éstas constituyen también las 
EQPFKEKQPGUFGUWFGUVTWEEKÏP
Hay aspectos problemáticos en el pensamiento de la comuniza-
EKÏPEQOQUWTGEJC\QFGNCOGFKCEKÏPRCTCFÏLKECOGPVGEQODKPCFQ
EQP
QFWRNKECFQRQTWPCVGNGQNQIÉCEN½UKECOGPVGJGIGNKCPCFGNC
JKUVQTKC2GTQRCTCEQPENWKTJC[CNIQSWGRQFGOQUUCECTFGGUVG
RGPUCOKGPVQSWGPQUNNGXCFGXWGNVCCGUCPGEGUKFCFFGGUVCDNGEGT
WPXÉPEWNQGPVTGNCGEQPQOÉCRQNÉVKEC[NCPGICVKXKFCF[NCPQ
GURGEKƂEKFCFFGNCVGQTÉC[FGNCTVGGPRCTVKEWNCTUGRQFTÉCFGEKT
SWGGUVCPQGURGEKƂEKFCFJCUVCCJQTCUGJCGZRGTKOGPVCFQ[RTQ-
RCICFQEQOQWPXCNQTSWGUGGZRCPFGCUÉOKUOQCP½NQIQCNECRK-
VCNVCPVQGPUWXCEÉQEWCNKVCVKXQEQOQGPUWTKIKFG\EWCPVKVCVKXC 
un signo de lo político en la academia, marcado por el formalismo 
[NCFGUEQPGZKÏPFGNCKFGCFGNQpRQNÉVKEQqGPNCUWDUWPEKÏPTGCNFG
NCGPUGÍCP\C'UVQGUCUÉCRGUCTFGSWGEWTKQUCOGPVGGPGNECORQ
CTVÉUVKEQQEWNVWTCNNCpGFWECEKÏPqUGJC[CXWGNVQWPCEQPVTCUGÍC
RCTCFGEKTpRQNÉVKECq[EKGTVCUHQTOCUƃGZKDNGUEQPVKPIGPVGUGKPENW-
UQGOCPEKRCFQTCUFGGFWECEKÏPUGTGHWIKGPGPÅNQNQWVKNKEGPRCTC
RQPGTGPRT½EVKECRTQVQVKRQUSWGFGURWÅUXWGNXGPCKPUGTVCTUGGP
NQUEKTEWKVQUpCECFÅOKEQUqQFGNpECRKVCNKUOQEWNVWTCNq2GTQNCKFGC
FGWPCTGNCEKÏPFGENCUGTQVCGPVTGNCENCUGVTCDCLCFQTCSWGTGEJC-
\CKFGPVKƂECTUGRQNÉVKECQUQEKCNOGPVGEQOQVTCDCLCFQTC
QEQOQ
GUVWFKCPVGUQEQPUWOKFQTGU[WPECRKVCNSWGVCORQEQUGTGEQPQEG
CUÉOKUOQEQOQVCN
WVKNK\CPFQGRÉVGVQUEQOQGNFGNCBig Society
[SWGPQEQPVTKDW[GGPPCFCCNFGUCTTQNNQ
QUKSWKGTCCNOCPVGPK-
OKGPVQFGNCUEQPFKEKQPGUFGXKFCCEVWCNGUPQUNNGXCFGPWGXQCNC
PQGURGEKƂEKFCFFGHQTOCEKQPGUEQOQNCVGQTÉCQGNCTVGQNCGFW-
ECEKÏP'UVCPQGURGEKƂEKFCFUGCTVKEWNCFGPVTQFGNQUOQXKOKGPVQU
GUVWFKCPVKNGUCEVWCNGURGTQVCODKÅPCRCTGEGEQOQWPCQRQUKEKÏPC
WPRTGUGPVGSWGNKVGTCNOGPVGPQVKGPGPCFCSWGQHTGEGT7PCQRQ-
UKEKÏPSWGVCORQEQVKGPGPCFC
PKKFGPVKFCFPKQTICPK\CEKQPGUGP
lo que refugiarse. Así pues, la “teoría en general” puede continuar 
.CTGURWGUVCFGWPOQXKOKGPVQRCTCRTQOQXGTNCNWEJCFGENCUGUFGDG
GPVGPFGTNQUEQUVGUUQEKCNGUFGNCTGRTQFWEEKÏPFGNECRKVCNGPUWVQVCNK-
FCF[SWGUQPGUVQUEQUVGUUQEKCNGUFGNCVQVCNKFCFFGNCTGRTQFWEEKÏP[
PQUÏNQGNEQUVGFGNCOCSWKPCTKCFGNCOCPQFGQDTCFGNVTCPURQTVG
UKPQGNEQUVGVQVCNFGNCQTICPK\CEKÏPUQEKCNGUGPEKCNRCTCNCCEWOW-
NCEKÏPECRKVCNKUVCGUNQSWGJQ[GPFÉCEQPUVKVW[GNCFKƂEWNVCFFGNC
CEWOWNCEKÏP4.4. “Here Comes, There Goes. The Other Hand 
Clapping; The Other Shoe Dropping; The Other 
Lung Collapsing” at6JG9QNH4GRQTV0QPEQPƂFGPV 
ial analysis for the anti-investor DNQI
EQPUWNVCFC
GNFGHGDTGTQFGN
http://thewolfatthedoor.blogspot.com/2010/02/
here-comes-there-goes.html
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manteniendo abierto el espacio dentro del cual esta crítica y estas 
proposiciones para una praxis no-capitalista pueden circular, pero 
RCTVGFGGUVCOKUKÏPEQPUKUVGGPKPUVKVWEKQPCNK\CTFGHQTOCFKHGTGPVG
y, mientras tanto, luchar por el potencial de las instituciones exis-
tentes para apoyar estos intentos, una dialéctica claramente ilustra-
da por el modo en que las protestas estudiantiles organizan ocupa-
EKQPGUGPNCUWPKXGTUKFCFGURGTQVCODKÅPCPKOCPCCDCPFQPCTNCU
GPDNQSWG;ƂPCNOGPVGCWPSWGUGCFGHQTOCCNIQVCPIGPEKCNOG
IWUVCTÉCNNCOCTNCCVGPEKÏPUQDTGNCTGNCEKÏPFGNCPQGURGEKƂEKFCF
EQPNCUWRGTCEKÏPFGNCFKXKUKÏPFGNVTCDCLQGPNCSWGUGDCUCPNCU
FKXKUKQPGUFKUEKRNKPCTGUFGPVTQFGNCCECFGOKC
RWGUGPGUVQUGDCUC
VCODKÅPNCEWNVWTCIGTGPEKCNCWPSWGGPNCRT½EVKECGUVCFKXKUKÏP
UGUWURGPFCITCEKCUCNCRTQNKHGTCEKÏPFGVTCDCLQCFOKPKUVTCVKXQ
de control o de mantenimiento, independientemente de cuál sea 
GNRWGUVQSWGUGVGPIC[UQDTGGNJGEJQFGSWGÅUVCHWGUKGORTGNC
RTQOGUCFGNCGFWECEKÏPDWTIWGUCGPpCTVGUNKDGTCNGUqWPCHCNVCFG
GURGEKCNKFCFSWGGXKVCDCGNGUVKIOCVGEPQET½VKEQFGGURGEKCNK\CTUG
GPCNIQGPEQPETGVQ;QOKUOCUQ[RTQFWEVQFGFKEJCGFWECEKÏP
WPCGFWECEKÏPSWGJCUKFQWPCDC\CHWPFCOGPVCNRCTCNCOQXKNKFCF
FGENCUGGPNQU'UVCFQU7PKFQU'UGXKFGPVGSWGJC[CNIQWVÏRKEQGP
GUVCRTQOGUCFGPQGURGEKƂEKFCF6CODKÅPGUWVÏRKECGP/CTZNC
FKXKUKÏPFGNVTCDCLQUQEKCNSWG/CTZCUQEKCDCCNCWIGFGNECRKVCNKU-
OQ[SWGGURGTCDCUGJKEKGTCTGFWPFCPVGEQPNCNKDTGCUQEKCEKÏPFG
RTQFWEVQTGUSWGNQTGGORNC\CTÉCGUGUCOKUOCFKXKUKÏPGPVTGGN
trabajo mental y el trabajo manual que produce las polaridades del 
arte y el trabajo, la teoría y la práctica, las humanidades y las cien-
EKCUFGPVTQFGNC7PKXGTUKFCF#NIWPCUXGEGUGNECRKVCNUQEKCNVQVCN
JCHCXQTGEKFQWPNCFQFGGUCRQNCTKFCFQVTCUXGEGUJCHCXQTGEKFQCN
QVTQ'UVCOQUGPWPRWPVQGPGNSWGPQHCXQTGEGCPKPIWPQOKGP-
tras que pretende sacar el máximo partido a ambos, manteniendo la 
ECRCEKFCFGNEQPUGPVKOKGPVQ[GNOQPQRQNKQUQDTGNCXKQNGPEKCRCTC
JCEGTNQ2QTVCPVQGUVCUFKXKUKQPGUFGDGPUGTTGXKUKVCFCUTGXKUCFCU
[GZCEGTDCFCUGPRQUFGGUQUGURCEKQUFGCWVQPQOÉCSWGVQFCXÉCUG
pueden generar en nuestras circunstancias actuales, aunque sabe-
OQUSWGFKEJQUGURCEKQUFGCWVQPQOÉCGUV½PCÖPRQTETGCT
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*CEGWPQUOGUGUFWTCPVGNCTGWPKÏPSWGVWXKOQUGP/QPVGJGTOQUQ
[UKGPFQNCÖPKECKPXKVCFCSWGPQRTQXGPÉCFGCNIÖPRCÉUGWTQRGQ
OGRCTGEKÏGXKFGPVGSWGOKRCTVKEKRCEKÏPFGDÉCTGHGTKTUGCGUVC
EQ[WPVWTC'UQOGRNCPVGCDCWPCENCTCFKU[WPVKXCUCECTNCURNW-
OCU[GNVCRCTTCDQ
RQTFGO½UUKGORTGGURGTCFQU[CRNCWFKFQURQT
GNTGURGVCDNGRÖDNKEQQƂPIKTWPCKIWCNFCFFGVÅTOKPQUSWGUÏNQUG
RWGFGCUWOKT
[GPVTGEQOKNNCUFGFGTGEJQ!
2WGUVQSWGWPCRCTVGKORQTVCPVGFGOKHQTOCEKÏP[OKVTCDCLQ
UGJCPFCFQGPGNECORQFGNCTVGCEEKÏPUWGNQUGTGURGEKCNOGPVG
UWUEGRVKDNGCPVGGNECEQHÏPKEQVÅTOKPQFGpRGTHQTOCVKXKFCFq[CUGC
SWGNCRCNCDTCUGTGƂGTCCWPVGZVQGUETKVQQCWPCRTGUGPVCEKÏP
RÖDNKEC'UFGEKTUÅDKGPSWGDCUVCGNGIKTWPVQPQWPCRGTUQPC
gramatical, un cierto léxico o una lista de nombres para que un 
VGZVQUGCNGÉFQGPEKGTVCENCXG'PDTGXGUQ[EQPUEKGPVGFGSWGUK
WPQKPENW[GWPCRCNCDTCEQOQpRGTHQTOCVKXKFCFqGPCNIQNNCOCFQ
p'NQIKQFGNCOQFGUVKCqVKGPGSWGRGFKTFKUEWNRCU.QRTQOGVQPQ
NQXWGNXQCJCEGT%QPNCNKEGPEKCSWGOGFCGNCTVGGXKVQVCPVQNCU
EKVCUVGÏTKECUEQOQNQUVGEPKEKUOQU
Si bien el tema de qué tanto un determinado lenguaje es necesario 
RCTCGZRTGUCTEKGTVQRGPUCOKGPVQGUOW[XCUVQ[CRGPCUPQXGFQUQ
NCCECFGOKC
UKGORTGCVGPVCCNQUDWGPQUOQFCNGU[VGOGTQUCRQT
UWUUWGNFQUDQPQU[RTGUVCEKQPGUPQUWGNGCEVWCTUQDTGGUVGVKRQFG
TGƃGZKQPGU&GJGEJQGPGNECUQFGNCTVGEQPVGORQT½PGQGUVCPGEG-
sidad de una legitimidad académica garantizada por la oscuridad 
FGNQUVÅTOKPQU
[NCUKPVCZKUGPTGXGUCFCUGJCEQPXGTVKFQGPWP
problema de proporciones epidémicas: basta con que el tono sea el 
CFGEWCFQRCTCSWGWPCUCTVCFGFGURTQRÏUKVQURCUGVQVCNOGPVGKPCF-
XGTVKFC5QPNCUXGPVCLCUFGNCpRGTHQTOCVKXKFCFqRGTQVCODKÅPFG
NQKPVGTOWNVKETQUUVTCPU#UÉUKWPQCRTGPFGtEQOQNQUPKÍQU[NQU
RGTTQUtFGNCFKP½OKECRTGOKQECUVKIQUCNFT½EQTTKGPFQECFCXG\
SWGCNIWKGPWUGNQUVÅTOKPQUpEWTCFWTÉCq
pEQOKUCTKCFQq[pO½SWK-
na de guerra” en la misma frase.
#RGUCTFGWUCTGUVGVQPQRNGPQFGGZEGUQUNKVGTCTKQU
SWGGUWP
TGEWTUQRCTCFCTNGXWGNQCNCRNWOC[CNVCRCTTCDQUVCODKÅPOK
KPVGPEKÏPGPCSWGNNCRN½VKECGTCVTCUOKVKTVCPVQGUVGGZVTCÍCOKGP-
VQCUWOKFQEQOQWPUGPVKFQFGWTIGPEKC%ÏOQGZRNKECTSWGUKP
CUWOKTPKKPHGTKQTKFCFPKUWRGTKQTKFCFCNIWPCGTCRQUKDNGCƂTOCT
WPCFKHGTGPEKCUKIPKƂECVKXCFGGZRGTKGPEKCUSWGCÖPCUÉGTCPVTCU-
OKUKDNGU!%ÏOQGZRNKECTSWGGPOKQRKPKÏPGNVGOCTGNCVKXCOGPVG
KPQEWQFGNGPEWGPVTQtWPCGXCNWCEKÏPFGNQUOQFGNQUOWNVKFKUEK-
RNKPCTGUGPNCGFWECEKÏPCTVÉUVKECCNCNW\FGNQUECODKQUSWGVTCGT½
EQPUKIQGN2NCP$QNQPKCtFGUEWDTÉCQVTQUCUWPVQUVCPTGNGXCPVGU
EQOQCRTGOKCPVGU!%ÏOQGZRNKECTNCGZRGTKGPEKCFGEQOQGNNWICT
GPGNSWGXKXQRCUÏFGWPCTGNCVKXCRC\CWPGUVCFQvisible de guerra 
RGTOCPGPVGGPGNSWGNCECV½UVTQHGFGLÏFGUGTJKRÏVGUKUVGÏTKECQ
FCVQJKUVÏTKEQRCTCEQPXGTVKTUGGPWPEQPVGQFKCTKQFGOWGTVGUXKQ-
NGPVCURQTGUVCFQ
VTGKPVC[EKPEQC[GTGP6COCWNKRCUVTGEGECF½XG-
TGUpCRCTGEGPqJQ[GP/KEJQCE½PGPWPFGNKTKQKPUVKVWEKQPCN[WPC
RTGUGPEKCEQPUVCPVGFGNGLÅTEKVQGPNCECNNG!%ÏOQGZRNKECTUQDTG
8?B:<B78?4@B78FG<4
Pilar Villela Mascaró
2TQHGUQTCFG#TVG 2ÖDNKEQ GP NC
'UEWGNC FG #TVG FGN 'UVCFQ FG
Morelos y artista. Ha sido docen-
VGGPNC'UEWGNC0CEKQPCNFG#TVGU
2N½UVKECU .C 'UOGTCNFC [ GP NC
facultad de Historia del Arte de 
NC7PKXGTUKFCF +DGTQCOGTKECPC
Sus escritos aparecen regular-
OGPVGGPTGXKUVCUGURGEKCNK\CFCU
como Curare o Radical Philosophy. 
*CEQOKUCTKCFQGXGPVQUEQOQGN
3º y el 5º Foro de Arte Público en 
NC5CNCFG#TVG2ÖDNKEQ5KSWGKTQU

[OWGUVTCUEQOQEl 
ResplandorGPGN5CNÏPNQUPIGNGU

%QOQCTVKUVCJCRCTVKEKRC-
do recientemente en las exposicio-
nes 'NLCTFÉPFG#ECFGOWU 
/7#%
[Darker than Night 
%CUKPQ
/GVTQRQNKVCPQ
There was something in the air that night
The stars were bright, Fernando
They were shining there for you and me
For liberty, Fernando
6JQWIJYGPGXGTVJQWIJVVJCVYGEQWNFNQUG
There’s no regret
If I had to do the same again
I would, my friend, Fernando
ABBA
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KPOCVGTKCNRQTWPNCFQCUÉEQOQNQUFGNQUOGTECFQUƂPCPEKGTQU[NC
VGTEKCTK\CEKÏPFGNCGEQPQOÉCRQTGNQVTQCNCNW\FGGUVCUFKXKUKQPGU
IGQRQNÉVKECU[NQUFKHGTGPEKCNGUSWGÅUVCURTQFWEGPGPNCXGNQEKFCF[
NCFKTGEEKÏPFGNQUƃWLQUFGECRKVCNRGTUQPCU[OGTECPEÉCU.CEWGU-
VKÏPCSWÉPQGUVCPVQUKWP'UVCFQPCEKÏPVCNQEWCNGUQRTKOKFQW
QRTGUQT
[OWEJQOGPQUUWUEKWFCFCPQUUKPQSWÅIGPGTC[EÏOQ
HWPEKQPCGUVCHQTOCFGRTQFWEEKÏPDCUCFCGPNQUFKHGTGPEKCNGUGP
NCXGNQEKFCF[GNUGPVKFQFGNQUƃWLQU
'PGUGUGPVKFQOGIWUVCTÉCUWIGTKTWPXÉPEWNQGPVTGNCKFGCFG
NCWDKEWKFCFFGNVTCDCLQKPOCVGTKCN
ECRKVCNK\CFC[RTQFWEKFCRQT
UWRWGUVQGP[RQTGNRTKOGTOWPFQEQPWPCPQEKÏPVGNGQNÏIKECFG
la historia que, por lo tanto, se impone como un modelo de desa-
TTQNNQ2QTWPCRCTVGGUVGOQFGNQFGRTQFWEEKÏPEQPUKFGTCSWG
aquellas tecnologías que reducen notablemente el esfuerzo huma-
PQTGSWGTKFQRCTCNCRTQFWEEKÏPFGDKGPGUVCPIKDNGU
TGUWNVCFQCUW
XG\FGWPUKUVGOCQTICPK\CFQSWGKPENW[GCUWPVQUEQOQNCETGCEKÏP
RNCPKƂECFCFGVGEPQNQIÉCUFGRCVGPVGFGNCUITCPFGUKPXGTUKQPGU
GP+&[NQUOGTECFQUFGQDUQNGUEGPEKCRNCPKƂECFCUQPNCUSWG
alientan y permiten el desarrollo de sectores terciarios y especu-
NCVKXQU[tUQDTGVQFQtSWGGUVQUUGEVQTGUVKGPGPWPCRQUKDKNKFCF
FGETGEKOKGPVQKNKOKVCFQGPVCPVQSWGOWNVKRNKECPNCEKTEWNCEKÏP
RT½EVKECOGPVGGZPKJKNQ[SWGÅUVGGUGPUÉETGEKOKGPVQGEQPÏOKEQ

OCETQGEQPÏOKEQ
2QTUWRWGUVQSWKGPGUFGƂGPFGPGUVCKFGCTGEQPQEGPSWGGNVTCDC-
LQKPOCVGTKCNPQGUNQSWGRTKOCCPKXGNINQDCN#UÉRQTQVTCRCTVG
UGRTGUGPVCGNRTQDNGOCFGGZRNKECTNCTGNCEKÏPGPVTGCODCUUKVWC-
EKQPGU#SWÉGUFQPFGKPVGTXKGPGNCEWGUVKÏPFGNFGUCTTQNNQRWGUNC
EQPVTCFKEEKÏPUGTGUWGNXGEQPUKFGTCPFQSWGWPCU\QPCUGUV½PO½U
FGUCTTQNNCFCUSWGQVTCU
GUFGEKTSWGNNGXCPNCFGNCPVGTCGPWPC
NÉPGCJKUVÏTKECKOCIKPCTKCGPXG\FGEQPUKFGTCTSWGGUVQGUTGUWN-
VCFQFGWPCUKVWCEKÏPFGEQPLWPVQ'NVTCDCLQKPOCVGTKCNFGRGPFG
FGWPCUGTKGFGOCVGTKCNKFCFGUSWGQDKGPUQPKPXKUKDNGUQGUV½P
UKGORTGGPQVTCRCTVG
CVT½UGPNCJKUVQTKCEQPNCUXÉEVKOCUGPNQU
ECPFGPVGUVTÏRKEQUGP1TKGPVGGVE'NRTQDNGOCCSWÉGUNCRKCFQUC
QOKUKÏPFGNpICTTQVG[NC\CPCJQTKCqGUFGEKTSWGRCTCICTCPVK-
\CTNCURCVGPVGU
[NCFKUVTKDWEKÏPFGNQURTQFWEVQUJCEGHCNVCGN
imperio de la ley con un policía con garrote que la haga cumplir1; 
[SWGRCTCSWGNCIGPVGUGEQORTGWP/CEPWGXQ[CPFGRQTCJÉ
UKGPFQKPOCVGTKCN[ETGCVKXCJCEGHCNVCSWGGNCPVGTKQTFGLGFGUGTXKT
QSWGUWPWGXQK2CFUGCNC\CPCJQTKCSWGGPXKFKCPVQFQUUWUEQNGICU
FGNGUVWFKQFGFKUGÍQ
.QUGLGORNQUUQDTCPFGUFGNCUHCTOCEÅWVKECU
en África, hasta las irregularidades en la ayuda humanitaria de la 
107FWTCPVGGNDNQSWGQC+TCMNQUPGIQEKQUFG/QPUCPVQQNCRTQ-
FWEEKÏPFGVCPVCNKQ
Aquí es fundamental hacer notar que no se trata de la conspiración 
FGWPRWÍCFQFGGORTGUCTKQUKNWOKPCVKOCNQUQUQFGRTGUKFGPVGU
beodos —por consolador que sea este pensamiento— sino de un 
UKUVGOCFGRTQFWEEKÏPWPCHQTOCFGQTICPK\CEKÏPSWGHWPEKQPCC
GUECNCINQDCNRQTCUÉFGEKTNQUGIÖPWPCNÉPGCFGOGPQTTGUKUVGPEKC
QFGPGEGUKFCF
PQGPGNUGPVKFQOGVCHÉUKEQUKPQGPGNEQPFKEKQPCN
NÏIKEQOCVGO½VKEQFGWP 2WGFGJCDGTWPCENCUGETGCVKXCUK
[UÏNQUKGPCNIWPCRCTVGJC[OKPGTQUSWGGZVTCGPGNEQNV½PRCTC
SWGHWPEKQPGPNQUQTFGPCFQTGU2WFQJCDGTOKNCITQUCTGEWRGTCEKÏP
GWTQRGCUK[UÏNQUKJWDQ2NCP/CTUJCNN.QFGNQUDKQEQODWUVKDNGU
GUV½OW[DKGPUÏNQSWGGNOCÉ\RWGFGHWPEKQPCTEQOQEQODWUVKDNG
FGWPCWVQOÏXKNQFGWPKPFKQOWGTVQFGJCODTGGPNCUWD#OÅTK-
EC;NCUWD#OÅTKECGUV½OW[NGLQU
VQFQSWGNCWTIGPEKCFGGUVCUKVWCEKÏP
PQGNGrand Guignol, sino sus 
ECWUCU[UWUGHGEVQUPQCRCTGEÉCGPOKURNCPVGCOKGPVQUEQOQWPC
ICTCPVÉCFGQVTGFCF
FGNJWGUQGPNCPCTK\[NCECDG\CTGFWEKFCUKPQ
SWGGTCWPCWTIGPEKCEQORCTVKFCFQPFGGNFGURGTVCTFG'WTQRCC
la/las crisis quizá marcaba un tiempo propicio para poder discutir 
desde un lugar que no fuera el de esta otredad?
LUGARES COMUNES
#ƂPFGTGURQPFGTNCURTGIWPVCUCTTKDCRNCPVGCFCUOGRCTGEKÏSWG
una buena estrategia era hablar directamente de algunos proyectos 
CTVÉUVKEQUTGCNK\CFQUTGEKGPVGOGPVGGP/ÅZKEQ
QFGUFG/ÅZKEQSWG
FGCNIWPCOCPGTCXKPEWNCTCPNCEWGUVKÏPFGNCGFWECEKÏPEQPNQ
KPVGTOWNVKETQUUVTCPURQTNCXÉCFGNQRQNÉVKEQ[CUWXG\UGEQPU-
tituyeran en ejemplos de ciertos modelos más generales. Los pro-
yectos de los que hablaré pueden agruparse bajo el dudoso término 
FGpCTVGRQNÉVKEQq.QSWGVKGPGPGPEQOÖPGUSWGUCECPFQCNCTVG
FGNCTVGICTCPVK\CPUWUWRGTXKXGPEKCGUECOQVGCPFQUWFGƂPKEKÏP
FKUEKRNKPCT[CRGNCPFQCWPCWVKNKFCFUQEKCNGFWECVKXCJKUVÏTKECSWG
siempre está en otro lugar. Vaya, que se trata de una disputa contra 
NQUKEQPQENCUVCUGNÉFQNQ
GNHGVKEJGDWTIWÅUFGNQCTVÉUVKEQGUUCNXQ
RWGUGPUGÍCGKNWUVTCCNXWNIQ&GƂPKTNCGURGEKƂEKFCFFGNCVGQNQ-
IÉCFGGUVCPWGXCKEQPQENCUKC[NCRQUKEKÏPFGUWUKEQPÏFWNQUGUGN
RTQRÏUKVQFGGUVGVGZVQ
2QTQVTCRCTVGOGRCTGEKÏKPVGTGUCPVGEQPXGTVKTGUVCGURGEKƂ 
EKFCFFGNCTVG
XGTUWUGNKPVGTOWNVKETQUUVTCPUGPWPCOGV½HQTC
VQRQNÏIKEC(KPCNOGPVGOKFKƂEWNVCFGUVCDCGPWPRQUKEKQPCOKGP-
to territorial y era precisamente esta exterioridad o interioridad 
FGN VGTTKVQTKQ 
FGN EQPQEKOKGPVQ NQSWGXGPÉCOQUCFKUEWVKT 5K
bien en la plática de Montehermoso usé una serie de imágenes de 
manifestaciones políticas, acontecimientos populares y escándalos 
OGFK½VKEQURCTCRQPGTGPEQPVGZVQNQUOQFGNQUSWGGLGORNKƂECPOKU
ECUQUGPGUVCQECUKÏP[FCFQSWGNCRCNCDTCGUETKVCFCO½UVKGO-
RQRCTCRGPUCTGORG\CTÅRQTFGƂPKTtFGOCPGTCDCUVCPVGNCZCt 
NQSWGRQTGNGOGPVCNSWGRCTG\ECGUGNVGTTKVQTKQEQOÖPFGUFG
GNSWGOGIWUVCTÉCRNCPVGCTGUVQUOQFGNQU0QJGUWUVGPVCFQNCU
IGPGTCNK\CEKQPGUSWGRNCPVGQCEQPVKPWCEKÏPUWRQPKGPFQSWGGUV½P
UWƂEKGPVGOGPVGFQEWOGPVCFCUGPQVTCURCTVGU5KPGODCTIQOG
parece que es necesario hacerlas explícitas aunque sea de manera 
muy somera.
A mediados del siglo XX, después de la posguerra europea, la masi-
ƂECEKÏPFGNCGFWECEKÏPWPKXGTUKVCTKCUGXQNXKÏGSWKXCNGPVGCWPC
RTQOGUCFGOQXKNKFCFUQEKCN'PIGPGTCNGUVCRTQOGUCFGOQXKNKFCF
UGEWORNKÏGPFKXGTUQUOQOGPVQU[GPCNIWPQUVGTTKVQTKQUIGQIT½Ƃ-
cos bien delimitados. Sin embargo, fue en una gran parte de eso que 
NNCOCOQURTKOGTOWPFQFQPFGVWXQWPGHGEVQO½UGZVGPFKFQ2QTNQ
IGPGTCNGNEWORNKOKGPVQFGNCRTQOGUCGUVWXQCUQEKCFQCGUVCFQUFG
DKGPGUVCTtEQPTGUCDKQUUGNGEVKXQUFGNCUGEQPQOÉCUMG[PGUKCPCUt 
SWGICTCPVK\CTQPFWTCPVGCNIWPCUFÅECFCU\QPCUFGRC\TGNCVKXC
en las que el fomento al consumo por medio del incremento de la 
FGWFC
RÖDNKEC[RTKXCFCUGOG\ENCDCEQPWPCGUVCDKNKFCFUQEKCN
ICTCPVK\CFCRQTWPCEKGTVCFKUVTKDWEKÏPFGNKPITGUQ'UVCFKUVTKDW-
EKÏPHWGRTQOQXKFCFGOCPGTCCEVKXCRQTGUVCFQUHWGTVGUEQNQPKCNGU
cuya capacidad bélica garantizaba tanto las medidas proteccionistas 
negadas a las colonias, como la paz dentro de los límites territoriales 
FGUWUTGURGEVKXCUPCEKQPGU
QITWRQUFGPCEKQPGU
'POKQRKPKÏPGUKORQTVCPVGEQPUKFGTCTNQUFKUEWTUQUCEGTEC
de las economías del conocimiento, el post-fordismo y el trabajo 
1. Otro lado de este mismo garrote está asocia-
FQCNQUOGTECFQUPGITQUQRGTCEKQPGUƂPCPEKG-
ras y militares complejas, sumamente organi-
\CFCU[TGFKVWCDNGU5QPOWEJCUNCUXQEGUSWG
han hecho notar que las formas asumidas por 
NCGUECNCFCFGNCXKQNGPEKCGP/ÅZKEQ
FGECRK-
VCEKQPGUVQTVWTCUUGEWGUVTQUUQPTGUWNVCFQFG
HQTOCUUQƂUVKECFCUFGGPVTGPCOKGPVQOKNKVCT

GNECUQO½UEQPQEKFQGP/ÅZKEQGUGNFG NQU
<GVCUWPITWRQCTOCFQpRTKXCVK\CFQqEW[CU
V½EVKECURTQXKGPGPFGNGPVTGPCOKGPVQSWGTGEK-
bieron algunos de sus miembros en la SOA/
9*+05'%EWCPFQHQTOCDCPRCTVGFGNCU'UVC-
FQ[PQFGWPCpTGCEEKÏPGOQEKQPCNq'UVQPQ
GUTGUWNVCFQFGWPCEQPURKTCEKÏPUKPQGNTGUWN-
VCFQNÏIKEQFGEKGTVQUKORGTCVKXQUFGOGTECFQ
OG\ENCFQUEQPRQNÉVKECUFG'UVCFQUWDQTFKPC-
das a ciertas prioridades.
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con tarjeta de crédito e hipotecas sub-primePQXCCNQITCTNQ3WÅ
JCEGT!2TQVGIGTGNOGTECFQKPVGTPQ[PCFCFGSWGVGRCUCUUKGVGCÍQU
GPNCWPKXGTUKFCFEJWRCPFQFGNDQVGQVGUWOCUCNRCTQ.CQRGTC-
EKÏPGUJCTVQUGPEKNNCFGXQNXGOQUCNRGTWCPQSWGHTKGICGNUWGNQC
UWRCÉUCRWPVCFGIQNRGU[GEJCOQUOCPQFGNCTGUGTXCFGNQECNGU
para que tengan con qué pagar las tarjetas de crédito. Modulamos 
GNƃWLQ5K[UÏNQUK
.COC[QTRCTVGFGNCUEQUCUSWGCECDQFGFGEKTUQPUGIÖPOK
RCTGEGTDCUVCPVGGXKFGPVGU
RQTNQOGPQUGPEWCPVQCUWNÏIKEC
aunque reconozco que he incluido algunos elementos polémicos en 
NCGEWCEKÏPSWGUKPFWFCOGTGEGTÉCPOC[QTCVGPEKÏP0QQDUVCPVG
[FCFQSWGVCN[EQOQFKLGGPWPRTKPEKRKQNCKPVGPEKÏPFGGUVCU
ÖNVKOCUNÉPGCUPQGTCO½USWGVTC\CTNQUNÉOKVGUFGNVGTTKVQTKQFGU-
de el que me referiré a lo inter/multi/cross/trans en mis ejemplos/
OQFGNQURCUCTÅCFGUCTTQNNCTNQUCEQPVKPWCEKÏP
'NRWPVQSWGSWKGTQRTQDCTCNRTGUGPVCTNQUGUSWGGPGNNQUGN
KPVGTOWNVKETQUUVTCPU
VCN[EQOQNQGPWPEKCTQPCNIWPQUFGUWURKQ-
PGTQUGPNCUFÅECFCUFG[PQUGIGPGTCCRCTVKTFGWPC
NÏIKECFGFGUCTTQNNQKPVTÉPUGECCVCNQEWCNFKUEKRNKPC
QFGUWEQODK-
PCVQTKCEQOQGPOKOGV½HQTCDKQNÏIKECUKPQSWGUGHQTOCCRCTVKT
de respuestas coyunturales a situaciones de factoGPNCUSWGFKXGTUQU
CIGPVGUCEVÖCPGUVTCVÅIKECOGPVGUGIÖPUWUETGGPEKCUGKPVGTGUGU
FGURNC\CPFQGNFKUGPUQCGUHGTCUSWGKPETGOGPVGPUWRTQFWEVKXKFCF
2CTCFGEKTNQFGQVTCHQTOCPQUGVTCVCFGUGIWKTSWGL½PFQUGFGSWG
el capitalismo es capaz de apropiarse de toda forma de disenso y 
UQOGVGTNCCUWUHQTOCUFGRTQFWEVKXKFCF
GNEWTCFQT,QTIG4G[PQUQ
FGN/WUGQ7PKXGTUKVCTKQFG#TVG%QPVGORQT½PGQFGNC70#/NNCOC
CGUVCQRGTCEKÏP/CTZKUOQ)PÏUVKEQ[OWEJQOGPQUFGECGTGP
una especie de ludismo libertario y proponer que lo que hay que 
hacer es ponernos todos a sembrar rábanos en las terrazas para 
FGURWÅUOQTKTFGE½PEGTCNQUVTGKPVCCÍQURQTSWGTGUWNVCSWGJCDÉC
uranio en las macetas.
5KJGVKVWNCFQGUVGVGZVQp'NQIKQFGNCOQFGUVKCqGURQTSWGCOK
RCTGEGTGUVCUHQTOCUFGCRTQRKCEKÏPFKUVCPFGUGTOKUVGTKQUCU[QRG-
TCPRQTOGFKQFGWPEQPLWPVQFGFGURNC\COKGPVQUSWGUGXWGNXGP
PGEGUCTKQUCRCTVKTFKXGTUCUHQTOCU[ITCFQUFGXKQNGPEKC.QKPVGT
OWNVKETQUUVTCPUTGUWNVCRCTVKEWNCTOGPVGRTQNÉƂEQEQOQWPECORQ
que permite desplazarse, estratégicamente, en un presente que se 
supone absoluto2. Creo que es en esa estrategia y en ese presente, en 
GNSWGJC[VCODKÅPWPECORQFGCEEKÏP
CASO 1
LOS CONCEPTUALISMOS Y LA UNIVERSIDAD NACIONAL 
AUTÓNOMA DE MÉXICO (UNAM)
.CUKIWKGPVGGUNCJKUVQTKCFGWPCPCETQPKUOQ0QUGVTCVCÖPKECOGP-
VGFGWPNNCOCFQCTGXKUCTWPCJKUVQTKCFGNCTGEGREKÏP
CWPSWGNQGU 
UKPQFGEÏOQUGETGQWPCPCTTCVKXCSWGpTGEWRGTÏqCWPEQPLWPVQ
de artistas que no se había perdido.
%WCPFQHWKGUVWFKCPVGFGNC'UEWGNC0CEKQPCNFG#TVGU2N½UVKECUFG
NC70#/CRTKPEKRKQUFGNQUPQXGPVCGNEWTTÉEWNQXKIGPVGGTCWPQ
SWGJCDÉCPJGEJQGPNQUCÍQUUGVGPVCWPITWRQFGCTVKUVCUEQPXGP-
cidos de que la abstracción geométrica 
EQPUWRTQOGUCFGXKPEWNCTGN
CTVG[NCEKGPEKCGTCGNHWVWTQFGNCTVG#UÉUGGZRNKECRQTGLGORNQ
SWGVWXKÅUGOQUSWGEWTUCTFQUCÍQUEQORNGVQUFGIGQOGVTÉCQSWG
NCOCVGTKCGPNCSWGCJQTCNQUCNWOPQUCRTGPFGPCWUCT2JQVQUJQR
NNGXCTCGNTKODQODCPVGPQODTGFGcibernética'PCSWGNGPVQPEGU

EQUCSWGFGCNIWPCOCPGTCQEWTTGJCUVCJQ[PQJCDÉCPKPIWPC
Inter/multi/cross/trans o el milagro de la combinatoria en una 
GEQPQOÉCFGƃQIKUVQSWGEQOQNCUDCEVGTKCU UGTGRTQFWEGRQT
DKRCTVKEKÏP'PQECUKQPGU[CPKXGNRQDNCEKQPCN
GPKPEWDCFQTCU[
WPKXGTUKFCFGUFGRTGHGTGPEKCJC[ECUQUFGKPVGTECODKQFGOCVGTKCN
IGPÅVKEQNQSWGQVQTICNCRQUKDKNKFCFFGIGPGTCTPWGXCUGURGEKGU
'PUWPWGXCGURGEKƂEKFCFNQUKPFKXKFWQU[NCURQDNCEKQPGUETGEGP[
GXGPVWCNOGPVGUGTGEQODKPCPEQPQVTCUIGPGTCPFQPWGXQUECORQU
FGETGEKOKGPVQGEQPÏOKEQSWGRGTOKVGPCEGNGTCT[FKXGTUKƂECTNQU
ECPCNGUFGƃWLQFGECRKVCN'UVQPQGUWPCƂIWTCFGNGW\KCPCUKPQ
una metáfora pura y dura: el arcaico anciano con pajarita que cuida-
DCNQUXGLGUVQTKQUFGNOWUGQIGPGTCRQDNCEKQPGUGPVGTCUFGVGÏTKEQU
FGNCTVGOWUGÏNQIQUEQOKUCTKQUGURGEKCNK\CFQUGPCTVGEQPVGORQ-
T½PGQGURGEKCNKUVCUGPGFWECEKÏPGPOWUGQUGPCTVG[RQNÉVKECGP
RCVTKOQPKQGPIGUVKÏPEWNVWTCNGPTGUVCWTCEKÏPGPEQPUGTXCEKÏP
de plataformas digitales, en estudios de género, en estudios post-
EQNQPKCNGU[JQTFCUFGRTQHGUQTGUFGVQFCUGUVCUFKUEKRNKPCU'PWP
principio, muchos de ellos eran egresados de aquellas carreras de 
CTVGSWGUGKPVGITCTQPCNCUWPKXGTUKFCFGUGPNCGTCFGUWOCUKƂ-
ECEKÏPFGGUGKPETGOGPVQGPNCRQDNCEKÏPUWTIKGTQPXCTKCEKQPGU
IGPÅVKECU+PENWUQRQFTÉCOQUUGIWKTNCUXCTKCEKQPGUGUVCFÉUVKECURQT
FÅECFCGPNQUÖNVKOQUCÍQUNQUEGPVTQUSWGQHTGEGPNCECTTGTCQNC
GURGEKCNK\CEKÏPGPEWTCFWTÉCUGTGRTQFWEGPCVQFCXGNQEKFCF
8WGNXQCNRTKPEKRKQFGGUVCUGEEKÏP*CUVCJCEGOW[RQEQ
JCEG
WPCIGPGTCEKÏPGPGNRTKOGTOWPFQ[VQFCXÉCGPNCOC[QTÉCFGN
VGTEGTQNCGFWECEKÏPWPKXGTUKVCTKCHWGXKUVCEQOQICTCPVGFGOQXK-
NKFCFUQEKCN
2QTCJÉFGNWPCWPKXGTUKFCFNQPFKPGPUGQHTGEÉC
QTIWNNQUCUWUUGTXKEKQUGPGNOGVTQEQPNCKPXGTQUÉOKNRTGIWPVC
TGVÏTKECp3WÅSWKGTGUUGT!q[TGURQPFÉCtCRQUVCPFQRQTWPRÖDNKEQ
EQPUGTKQURTQDNGOCUFGCOQTRTQRKQtp'ORNGCFQq'PGUGOQFGNQ
NCGFWECEKÏPWPKXGTUKVCTKCGUVCDCFGUVKPCFCCICTCPVK\CTNGCNKPFK-
XKFWQWPOGLQTGORNGQQtGPQVTCURCNCDTCUtWPGORNGQOGPQU
arduo y mejor remunerado al que se tendría acceso por medio de un 
OC[QTITCFQFGGURGEKCNK\CEKÏP#N'UVCFQ[CNCUQEKGFCFGPIGPG-
ral le ofrecía estabilidad política, altos índices de consumo interno 

WPCGEQPQOÉCpUCNWFCDNGq[GNETGEKOKGPVQFGNCUGEQPQOÉCUFGN
EQPQEKOKGPVQ
NCRQUKDKNKFCFFGRCVGPVCTDKGPGUUKODÏNKEQU[VGEPQ-
NÏIKEQU[FGLCTSWGGNVTCDCLQUWEKQUGJKEKGTCGPQVTCRCTVGETGCPFQ
NCKNWUKÏPFGSWGNCTKSWG\CUGQTKIKPCDCFGNCPCFC'PGUGUGPVKFQ
NCGƂECEKCFGNCGFWECEKÏPWPKXGTUKVCTKCUGXQNXÉCCNIQENCTCOGPVG
OGUWTCDNG
PÖOGTQFGGUVWFKCPVGUITCFWCFQUEW½PVQUFGGNNQUEQP-
siguen empleo, cuánto dinero donan las empresas para programas 
FGKPXGUVKICEKÏPFGECNKFCFQKPENWUQEW½PVQKPXKGTVGPNQUOKUOQU
IQDKGTPQUUGIÖPGUVQUOKUOQUOGFKFQTGUFGGƂECEKC
2GTQFGRTQPVQTGUWNVCSWGGNPÖOGTQFGEWTCFQTGUSWGJCEGHCNVC
GUO½UDKGPNKOKVCFQtCWPSWGECFCRWGDNQECFCXKNNQTTKQEQPU-
VTW[CUW/WUGQFG#TVG%QPVGORQT½PGQt2GTQGUQPQNGKORQTVC
CNC7PKXGTUKFCFSWGOKFGUWpÅZKVQqUGIÖPGNPÖOGTQFGCNWOPQU
KPUETKVQURQTECTTGTC
UÏNQNGKORQTVCGPGNUGPVKFQFGSWGNQUHCOQ-
UQUUQPpDWGPCRWDNKEKFCFqNCRGTXGTUKÏPFGSWGNCUECTTGTCUO½U
exitosas sean aquellas que tienen alumnos mejor colocados y, por 
lo tanto, consideran que el networking es una parte esencial de sus 
GPUGÍCP\CU'PGNECUQFGNCEWTCFWTÉCGN$CTF%QNNGIGRQFTÉCUGT
WPGLGORNQGZEGNGPVGFGGUVQ2QTQVTCRCTVG[CPKXGNRQDNCEKQPCN
TGUWNVCSWGEQOQNCIGPVGUGFGFKEÏCGUVWFKCTGPXG\FGFGFKECTUGC
NCTGRTQFWEEKÏPJC[VQFCWPCIGPGTCEKÏPFGCPEKCPQUCNCSWGOCP-
VGPGT[PQJC[UWƂEKGPVGULÏXGPGUVTCDCLCPFQ
OKGPVTCUUGFGUOCPVG-
NCPRTKXCVK\CPNQURNCPGUFGRGPUKQPGU7PCOCUCFGFGUGORNGCFQU
'UVGRTGUGPVGSWGUGUWRQPGCDUQNWVQRQFTÉC
VGPGTXCTKCUHQTOCUFGUFGpGNƂPFGNCJKUVQ-
TKC
[NCUnKFGQNQIÉCUoqJCUVCNQUOWUGQUFGCTVG
contemporáneo, o tesis como el “presentismo” 
JKUVÏTKEQFG(TCPÃQKU*CTVQI
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'NCPCETQPKUOQ
GNECODKQFGVGTTKVQTKQ[GNEWGUVKQPCOKGPVQ
construido desde un modelo desprendido del inter/multi/cross/trans 

NCETÉVKECpRQUVEQNQPKCNqCWPCJKUVQTKCDCUCFCGPGNOQFGNQFGN
'UVCFQ0CEKÏPGUNQSWGRGTOKVGGUVGOQXKOKGPVQ*GCSWÉWPC
RTKOGTCRTGIWPVCRCTCGUVGECUQ*CUVCSWÅRWPVQNQKPVGTOWNVK
cross/trans funciona como una cortina de humo que oculta tanto 
los desplazamientos como las complicidades?
CASO 2
¿DE QUÉ OTRA COSA PODRÍAMOS HABLAR?
*GFKEJQ[CSWGGNCTVGEQPVGORQT½PGQ
RQUVEQPEGRVWCNNCVKPQ-
COGTKECPQtGPUWEQPUVTWEEKÏPJKUVÏTKECtNQITÏUWKPVGTPCEKQPC-
NK\CEKÏPRQTNCXÉCFGNQRQNÉVKEQ'PGNECUQFG/ÅZKEQGUVQQEWTTKÏ
GPRCTVKEWNCTFGURWÅUFGNTGNCVKXQÅZKVQFGOGTECFQFGWPCRTKOG-
TCIGPGTCEKÏPFGCTVKUVCUSWGNQITÏVGPGTEKTEWNCEKÏPKPVGTPCEKQ-
PCNFWTCPVGNQUPQXGPVCGPNCÅRQECHWGTVGFGNCINQDCNK\CEKÏP5. 
2GTQO½UCNN½FGNQUGHGEVQUFGNCUFKEVCFWTCUOKNKVCTGUGPGNEQPQ
sur o el disenso con el mexicanismo de la dictadura de partido de 
/ÅZKEQGPSWÅEQPUKUVÉCGUVGUGTRQNÉVKEQ!;UQDTGVQFQEÏOQUG
construía en el presente?
'P[RQTUGIWPFCXG\FGURWÅUFGWPNCRUQFGO½UFGEKP-
EWGPVCCÍQU/ÅZKEQRCTVKEKRÏGP NC$KGPCNFG8GPGEKC'PGUC
QECUKÏPNCCTVKUVCGNGIKFCHWG6GTGUC/CTIQNNGUEQPNCEWTCFWTÉC
FG%WCWJVÅOQE/GFKPC'UVGCEQPVGEKOKGPVQUGNNGXÏCECDQWP
CÍQCPVGUFGNCUEGNGDTCEKQPGUFGN%GPVGPCTKQFGNC4GXQNWEKÏP[
el Bicentenario de la Independencia de México; y correspondía ya 
CWPOQOGPVQGPGNSWGGNKPETGOGPVQFGNCXKQNGPEKCGPGNRCÉU 
pRQPÉCGPTKGUIQqUWKOCIGPKPVGTPCEKQPCN%WCPFQUGPQODTÏC
/CTIQNNGUEQOQTGRTGUGPVCPVGFGNC0CEKÏPGPNCOWGUVTCNCRTGUK-
FGPEKCOCPKHGUVÏUWFGUCEWGTFQ#ÖPCUÉGN+PUVKVWVQ0CEKQPCNFG
$GNNCU#TVGUCRQ[ÏNCGZRQUKEKÏP[ÅUVCUGRTGUGPVÏEQOQWPCTGRTG-
UGPVCEKÏPPCEKQPCN
GUFGEKTFG'UVCFQ
Independientemente de la glosa que el curador hace en el catálo-
IQFGNCOWGUVTCFGNCUKVWCEKÏPFGNCpIWGTTCEQPVTCNCUFTQICUGPGN
RCÉUqGNRCRGNSWGFGUGORGÍCPNCUXÉEVKOCUNCUEQPFKEKÏPFGNCIWG-
TTCEQPVTCGNPCTEQVT½ƂEQEQOQWPCOCPGTCFGRGTRGVWCTNCUEQPFK-
CÍQUGUVC HQTOCFGTGEWRGTCEKÏPRNCPVGCDCWPCFQDNGXGPVCLC 
RQTWPCRCTVGFKUVKPIWÉCGUVQUOQXKOKGPVQUEQOQCNIQRTQHWPFC-
mente politizado y, en ese sentido, particular; mientras que, por 
la otra, garantizaba que el arte latinoamericano había seguido un 
FGUCTTQNNQJQOÏNQIQCNCUPCTTCVKXCUKORGTCPVGUGPVQTPQCNQQEW-
TTKFQGPQVTCUNCVKVWFGU
D½UKECOGPVGGPQEEKFGPVGQO½UDKGPGPNQU
RCÉUGUO½URQFGTQUQUFGNC7PKÏP'WTQRGC[GP'UVCFQU7PKFQU
*GFKEJQSWGOKKFGCGUSWGGUVQUGLGORNQUUGTGƂGTCPCOQFGNQU
'NOQFGNQSWGGLGORNKƂECGUVCPCTTCVKXCGUWPGHGEVQFGNKPVGTOWNVK
ETQUUVTCPU.CKFGCFGNITWRQFGVT½UFGNCGZRQUKEKÏPLa era de la dis-
crepancia[GUVQSWK\½UGUOW[NQCDNGEQPUKUVKÏGPETKVKECTFGOCPGTC
EQPUKUVGPVGNCUKFGCUSWGJCDÉCPHWPFCFQGN'UVCFQ0CEKÏPOGZKECPQ
GPNCÅRQECRQUVTGXQNWEKQPCTKC[tVTCV½PFQUGFGWPITWRQFGFK-
ECFQCNCJKUVQTKCFGNCTVGtGPRCTVKEWNCTCNCETGCEKÏPFGWPCUGTKG
FGKEQPQUSWGJQOQNQICTQP
EQPWP'UVCFQCNKCFQCWPCQNKICTSWÉC
HWGTVGWPKOCIKPCTKQFG0CEKÏPGZENW[GPVG[VQVCNKVCTKQ*CUVCCJÉ
muy bien, estamos en el terreno de las preguntas que se plantearon 
NQUKPVGTOWNVKETQUUVTCPU.CEWGUVKÏPGUGNTGUWNVCFQ2WGUVQSWG
NCPWGXCPCTTCVKXCUGGUVCDNGEÉCFGUFGGNGPWPEKCFQFGWPFKUGP-
so, no consideraba necesario enunciar sus propios intereses, ni sus 
posicionamientos estratégicos, asumiendo así que éstos no existían. 
ENCUGGPNCSWGQƂEKCNOGPVGWPCNWOPQRWFKGTCJCEGTCNIQSWGPQ
HWGTCRKPVWTCGUEWNVWTCHQVQITCHÉCQCNIÖPVKRQFGIT½ƂEC6QFQNQ
SWGPQEWRKGTCGPGUVCUECVGIQTÉCUGTCCTVGCNVGTPCVKXQ[NQUCNWO-
PQUNGÉCPEQPCXKFG\NCUTGXKUVCUSWGXGPÉCPFGNGZVTCPLGTQ
PQJCDÉC
+PVGTPGVENCTQGUV½DWUECPFQEQPCJÉPEQQVTQUOQFGNQUCUGIWKT
fuera de esa academia que se sabía tan rancia como autista3.
%CUKXGKPVGCÍQUFGURWÅUGPGNCDTKÏUWURWGTVCUGN/WUGQ
7PKXGTUKVCTKQFG#TVG%QPVGORQT½PGQFGNCOKUOC70#/5GVTC-
VÏFGNRTKOGTOWUGQRÖDNKEQOGZKECPQSWGDCU½PFQUGGPWPC
EQNGEEKÏPRTGGZKUVGPVG
NCFGN/WUGQ7PKXGTUKVCTKQFG%KGPEKCU[ 
#TVGUs/7%#NNGXÏCECDQWPRTQITCOCFGCFSWKUKEKÏPEQPNCKPVGP-
EKÏPFGJCEGTUGFGWPEQPLWPVQFGQDTCUFGUVKPCFCUCEQPUVKVWKTWPC
XKUKÏPCPVQNÏIKECGKPENW[GPVGFGNpCTVGEQPVGORQT½PGQqGP/ÅZKEQ

CWPSWG[CRCTCCSWGNGPVQPEGUOWEJQUOWUGQUGZJKDÉCPNQSWG
en México, en décadas anteriores, las instituciones habían llamado 
arte experimental o alternativo
.CCFSWKUKEKÏPFGGUVCEQNGEEKÏPGUVWXQRTGEGFKFCFGWPCOWGUVTC
EW[CTGNGXCPEKCPQUÏNQTCFKECGPSWGWPQFGUWUEWTCFQTGUGTCRCTVG
HWPFCOGPVCNFGNEQOKVÅFGCFSWKUKEKÏPUKPQRQTSWGUGGTKIKÏCUÉ
OKUOCEQOQNCRTKOGTCOWGUVTCJKUVÏTKECCPVQNÏIKECSWGRTGUGP-
taba una propuesta coherente de la historia del arte mexicano en 
NQUÖNVKOQUVTGKPVCCÍQU
WPCTVGSWGGPGNUGPVKFQJKUVÏTKEQUGIWÉC
FGDCVKÅPFQUGEQPVTCNCUPCTTCVKXCUFGNOWTCNKUOQQRGQTCÖPEQP-
tra el éxito exotizante de algunos de sus epígonos: es decir, Frida 
-JCNQ'PRCNCDTCUFGNQUEWTCFQTGU
#SWÉJCDNCOQUFGNCOKUOC7PKXGTUKFCFSWGRQTWPNCFQJCDÉC
GZRWNUCFQFGOCPGTCEQPUKUVGPVG
RQTOGFKQUCFOKPKUVTCVKXQUC
todos aquellos profesores que pudiesen haber dado fe de esos treinta 
CÍQURGTFKFQU[RQTQVTQKORWNUÏNCETGCEKÏPFGWPPWGXQECPQP
FGNCTVGTGEKGPVGGP/ÅZKEQSWGTGKXKPFKECDCRTGEKUCOGPVGCCSWG-
llos que habían sido expulsados. Ambas partes podían así atribuirse 
NCUXKTVWFGUFGNFKUGPUQ
EQPNQUDGPGƂEKQUSWGGUVQKORNKECDC
/KGPVTCUSWGGNITWRQFGNC'UEWGNCCVGPFÉCCRGSWGÍQUKPVGTGUGU
y se atrincheraba por medio del control de un aparato burocráti-
EQCFOKPKUVTCVKXQNQECNK\CFQCƂTOCPFQUWKPFGRGPFGPEKCFGNQU
OGTECFQU[NCUEÖRWNCUFGNpCTVGEQPVGORQT½PGQKPVGTPCEKQPCNqGN
estandarte enarbolado por el otro bando estaba legitimado por una 
TGFFGKPVGTGUGUJCTVQO½UEQORNGLCSWGRCUCDCRQTNCTGEWRGTCEKÏP
VCTFÉCCPKXGNKPVGTPCEKQPCNFGNQUOQXKOKGPVQUCTVÉUVKEQUFGNQU
CÍQUUGUGPVCGP#OÅTKEC.CVKPC&GWPCOCPGTCWQVTCUKPKORQTVCT
UKUGVTCVCDCFGNPGQEQPETGVKUOQDTCUKNGÍQQNQUEQPEGRVWCNKUOQU
CTIGPVKPQUNCTGEGREKÏPFGGUVQUOQXKOKGPVQUUGXQNXKÏCEGRVCDNG
EWCPFQÅUVQUNQITCTQPGUVCDNGEGTUWFKHGTGPEKCN
WPCHQTOCFGUWD-
CNVGTPKFCFGPTGNCEKÏPCNECPQPpWPKXGTUCNQEEKFGPVCNqGPNCHQTOC
de una respuesta política a los acontecimientos de ese periodo.
&GUJCEKÅPFQUGFGWPPÖOGTQEQPUKFGTCDNGFGRCTVKEWNCTKFCFGU
[EQORNGLKFCFGUVCNGUEQOQNCUTC\QPGUFGGUGpQNXKFQqFGVTGKPVC
%QOQNQTGXGNÏGNCPCETQPKUOQFGNCTGRTGUGPVCEKÏPCTVÉUVKECSWGCEQO-
RCÍÏNCOWGUVTCp/ÅZKEQ'URNGPFQTGUFG5KINQUqQTICPK\CFCRQTGN
%QPUGLQ0CEKQPCNRCTCNC%WNVWTC[NCU#TVGU
%0%#GPGN/GVTQRQNKVCP
Museum en 1991 –anquilosada en el canon que Fernando Gamboa había 
ETGCFQGPNQUCÍQUEKPEWGPVCsJCDÉCWPCUKOKNKVWFGPVTGNCKOCIGPFG
GZRQTVCEKÏPSWGHCDTKECDCGNIQDKGTPQOGZKECPQ[NQURTGLWKEKQUFGNQU
críticos del mainstreamKPVGTGUCFQUGPCNIWPQUFGNQUCTVKUVCULÏXGPGU
NCNKOKVCEKÏPETQPQNÏIKECCNOGZKECPKUOQFGRTGIWGTTC[NCFGRQUKEKÏP
FGVQFQNQRTQFWEKFQCRCTVKTFG'NRCUCFQTGEKGPVGGUVCDCOCTIK-
nado de la historia a tal grado que parecía no haber ocurrido nunca4. 
'PGUGUGPVKFQPQGUDCNCFÉSWGRQTGLGORNQ
en la primera mitad de los 2000, el grupo de 
CTVKUVCUCUQEKCFQC)CDTKGN1TQ\EQ
CTVKUVCpTGNC-
EKQPCNq[NC)CNGTÉC-WTKOCP\WVVQJC[CTGEW-
TTKFQCN0GQEQPETGVKUOQDTCUKNGÍQEQOQWPC
HWGPVGFGNGIKVKOKFCFJKUVÏTKEC
)TCPRCTVGFGGUVCUKVWCEKÏPUGFGDÉCPQUÏNQ
CSWGNC'0#2
RTGEKUCOGPVGCTCÉ\FGNQUCEQP-
VGEKOKGPVQUFGJCDÉCUKFQGPXKCFCCNCU
afueras de la ciudad, sino al sistema de contra-
VCEKÏP[RNC\CUFGNC7PKXGTUKFCF7PGLGORNQ
UGTÉCEQOQEQPNCQDUGUKÏPFGXQNXGTUGHCEWN-
VCFCƂPFGQDVGPGTOC[QTGUTGEWTUQUNC'UEWG-
NC0CEKQPCNFG#TVGU2N½UVKECUNNGXÏCECDQWP
EQPXGPKQEQPNC(CEWNVCFFG$GNNCU#TVGUFGNC
7PKXGTUKFCF2QNKVÅEPKECFG8CNGPEKCGP'URCÍC
haciendo que muchos de los profesores de tiem-
RQEQORNGVQSWGHWPIÉCPEQOQKPXGUVKICFQTGU
se doctoraran, a distancia, en dicha institu-
EKÏP2TGQEWRCFCRQTNQUrankings y demás medi-
FCUEWCPVKVCVKXCUFGGƂECEKCNC'UEWGNCFGFKEÏ
FGPQFCFQUGUHWGT\QUCUWCETGFKVCEKÏPGPNQU
UKUVGOCUKPVGTPCEKQPCNGUFGGXCNWCEKÏP'UVQ
no ha alterado en nada el estado de facto de 
NCKPUVKVWEKÏPGPTGNCEKÏPCNCGPUGÍCP\C
RWGU
EQPUGTXCNCOKUOCRNCPVCFQEGPVGUKPQSWGJC
VTCPUHQTOCFQNQUUKUVGOCUCFOKPKUVTCVKXQU
 &GDTQKUG 1NKXKGT [ %WCWJVÅOQE /GFKPC
)GPGCNQIÉCFGWPC'ZRQUKEKÏPGPLa era de la 
FKUETGRCPEKCCTVG[EWNVWTCXKUWCNGP/ÅZKEQ
/ÅZKEQ70#/R
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.CUGZRQUKEKÏPKPENW[ÏWPCUGTKGFGLQ[CUJGEJCUEQPXKFTKQUFG
coches balaceados, unas mantas ensangrentadas bordadas con narco-
mensajes en hilo de oro7, el despliegue de telas con manchas de san-
ITG[NQFQ
VQOCFCUFGGUEGPCTKQUFGOWGTVGUXKQNGPVCUWPCCEEKÏP
que consistía en fregar el suelo cada tanto con “agua de muerto” 

CIWCOG\ENCFCEQPNQUƃWKFQUSWGUGFGUGEJCPFGURWÅUFGNKORKCT
NQUECF½XGTGUGPNCOQTIWGQTGEQIKFQUFGNWICTGUGPNQUSWGJC
JCDKFQWPJGEJQFGUCPITG[WPCRKG\CFGWPRGTKQFQCPVGTKQTGPNC
RTQFWEEKÏPFGNCCTVKUVCVKVWNCFCpVCTLGVCURCTCRKECTEQECÉPCq
WPC
UGTKGFGVCTLGVCUEQPKO½IGPGUFGECF½XGTGU
.COWGUVTCUGVKVWNÏGPWPUWRWGUVQFGUCHÉQCCNIWPCUCWVQTKFC-
FGUPCEKQPCNGUCSWKGPGUNGUKPEQOQFÏSWGNCXKQNGPEKCUGXQNXKGTC
RTQFWEVQFGGZRQTVCEKÏP¿De qué otra cosa podríamos hablar? Aquí la 
RTGIWPVCGUFGSWÅ[EÏOQpJCDNCDCqGUVCOWGUVTC!;UQDTGVQFQ 
CSWKÅPNGJCDNCDC!'PUWVGZVQFGNECV½NQIQGNEWTCFQT[CNIWPQU
FGNQUEQNCDQTCFQTGURTQEGFGPCRKPVCTWPTGVTCVQIÏVKEQFG/ÅZKEQ
a hablar del escándalo de la muerte constante, de su constante difu-
UKÏP
GPCSWGNGPVQPEGURQTGLGORNQNCXKQNGPEKCPQUGJCDÉCPQT-
malizado al grado de que se incluyeran tácticas de guerra en los 
RTQITCOCUFGGFWECEKÏPRTKOCTKCFGNRCÉU[CUCNRKECTVQFQGUVQ
EQPTGHGTGPEKCUVGÏTKECUFGFKXGTUQEWÍQ
WPCOG\ENCGPVTG/CTZ
$CVCKNNG[NQpCD[GEVQq
0QQDUVCPVGNQSWGOGKPVGTGUCO½UUQPNCUQOKUKQPGU[GPGURG-
cial, la forma en la que se plantea el cruce de lo artístico con lo 
RQNÉVKEQ
GPNQUVÅTOKPQUIGQGUVTCVÅIKEQUFGNQUSWGJCDNCDCGPNC
KPVTQFWEEKÏP3WKGTQCENCTCTSWGGUVQPQGUpETÉVKECFGCTVGqPQUG
VTCVCFGJCDNCTFGNCQDTCFG/CTIQNNGUUKPQFGXGTEÏOQUGKPUVTW-
OGPVÏUWEKTEWNCEKÏPEQOQWPFKURQUKVKXQFGRTQFWEEKÏPGPTGNCEKÏP
a cierto discurso.
'NVGZVQEWTCVQTKCNFKEGSWG
EKQPGUFGXKFCDCLQGNECRKVCNKUOQUCNXCLGGVEOGRCTGEGKORQTVCPVG
FGUVCECTNQUOQXKOKGPVQUKPVGTOWNVKETQUUVTCPUSWGNCUKVÖCPGP
UWEQPVGZVQGPRCTVKEWNCTRQTSWGNCEQPUVKVWEKÏPOKUOCFGNCQDTC
FGRGPFGFGNQUKOCIKPCTKQUCUQEKCFQUCNCUPCTTCVKXCUEQTTGURQP-
FKGPVGUCWP'UVCFQ0CEKÏP60QUGVTCVCCSWÉFGNCOG\ENCGENÅEVKEC
de autores y sistemas de pensamiento que tan frecuente es en los 
VGZVQUFGCTVGUKPQFGEÏOQGUVCOG\ENCHWPEKQPCRCTCEWDTKTNCQOK-
UKÏPFGEÏOQUGCTVKEWNCWPCUKVWCEKÏPFGHCEVQ
NCQDTCGUVWXQCJÉ
EQOQTGRTGUGPVCPVGFG/ÅZKEQGNECV½NQIQUGRWDNKEÏNCUKPUVKVWEKQ-
PGURÖDNKECU[RTKXCFCUCRQ[CTQPNCOWGUVTCEQPUWKPVGTRTGVCEKÏP 
Lo que me interesa aquí son las grandes comillas que deberían ence-
rrar los términos “no-producir” y “no-consumo”.
7PCRTKOGTCNGEVWTCDCUVCPVGRTQUCKEC[GXKFGPVGUGÍCNCTÉCSWG
GN'UVCFQJCKPXGTVKFQGPGUVCGORTGUC[GNICNGTKUVCJCCRQ[CFQ
NCOWGUVTCSWGUGJCPRCICFQDKNNGVGUFGCXKÏPXK½VKEQUJQVGNGU
#FGO½U[GXKFGPVGOGPVGJCJCDKFQUWGNFQRCTCGNEWTCFQTUGJC
RTQFWEKFQGNECV½NQIQSWGEKVQ
EQPNQURCIQUEQTTGURQPFKGPVGU 
e incluso se ha generado esta cita, que —de ser computada— produ-
EKT½DQPQURQTRTQFWEVKXKFCFGPNQUUKUVGOCUFGGXCNWCEKÏPCECFÅOK-
EC
[SWGCOÉOGC[WFÏCRCICTNCTGPVC#UKOKUOQJCIGPGTCFQ
WPRQUKEKQPCOKGPVQSWGCUWXG\GUECRC\FGPWGXCURTQFWEVKXKFC-
FGUUKGPFQNCO½UGXKFGPVG[FKTGEVCSWGNCRCTVKEKRCEKÏPGPGUVG
VKRQFGGZRQUKEKQPGUKPETGOGPVCGNXCNQTFGNCQDTC
Me interesa apuntar a este mecanismo precisamente en la medida 
GPSWGEQTTGURQPFGCWPCHQTOCRTQFWEVKXC
CWPOQFGNQ2QTWP
NCFQGUV½GNpFGUGPXQNXKOKGPVQ
!KPOCPGPVGFGNQUFKURQUKVKXQU
con que un artista contemporáneo establece su campo de práctica”, 
es decir, un estilo9SWGGUtUGIÖPGNCWVQTtGNlocus de la auto-
nomía artística. La dicotomía que plantea esta inmanencia no es 
PWGXC[FGJGEJQXKUVCDCLQGUVCNW\TGUWNVCDCUVCPVGVQTRGHQT-
OCNOGPVGGPVCPVQSWGGUV½EKTEWPUETKVCRQTNCXQNWPVCFKPFKXKFWCN
FGSWKGPNCRTQFWEGNCQDTCGUCWVÏPQOCPQCUÉUWUpEQPVGPKFQUq 
los “fragmentos y episodios de lo social que absorbe e incorpora” 
UGIÖPWPFWFQUQITCFQEGTQFGNCTGRTGUGPVCEKÏP
#NEGTTCT NCRTGIWPVCpFGSWÅQVTCEQUCRQFTÉCOQUJCDNCT!q
NQSWGUGGZENW[GGUNCCTVKEWNCEKÏPFGCSWGNNQFGNQSWGGUVCOQU
JCDNCPFQ7PCU½DCPCGORCRCFCGPUCPITGRQFTÉCUGTWPCCRQNQIÉC
FGNRCTVQQtUKORNGOGPVGtWPNKGP\QOCTTÏPNQUFCVQUSWGXCP
ETGCPFQNCRCTVKEWNCTKFCFFGNFKUEWTUQ
CWPSWGUQPRCTVGGUGPEKCN
FGNCQDTCGPVCPVQSWGQDTCUQPGZVGTPQU[CRCTGEGPCRGUCTFG
UWEQORNGLKFCFEQOQFCFQUtEQOQQVTCKPUVCPEKCFGpFGUGPXQNXK-
OKGPVQKPOCPGPVGqs'NKPETGOGPVQFGNCXKQNGPEKCGP/ÅZKEQ[UW
TGRTGUGPVCEKÏPGPNQUOGFKQUGNJGEJQFGSWGGUVCXKQNGPEKCUGJC[C
QTKIKPCFQGPWPCpIWGTTCEQPVTCGNPCTEQVT½ƂEQqSWGNCUEQPFKEKQPGU
FGNPCTEQVT½ƂEQ[FGNCURCTVGUDGNKIGTCPVGUEQTTGURQPFCPCNCUFGN
ECRKVCNKUOQUCNXCLGVQFQGUQUGINQUCRQTGPEKOCEQOQWPCGZETG-
EGPEKC[PQQDUVCPVGUGRTGUGPVCEQOQNQHWPFCOGPVCN'UGPVQTPQ
CGUQSWGUGEQPUVTW[GGNFKUEWTUQETÉVKEQ
KPVGTOWNVKETQUUVTCPU 
'PGUGUGPVKFQGPGHGEVQTGVKTCFCFGVQFCRTQFWEVKXKFCFNCQDTC
pPQVKGPGPCFCSWGGPUGÍCTq'UVCTGVKTCFCGUVTCVÅIKECQRGTCRQT
OGFKQFGWPCFGKZKUSWGGPOCUECTCWPCEQPUVTWEEKÏP
QO½UDKGP
XCTKCUEQPUVTWEEKQPGU10GUQGZVGTKQTSWGOGNKOKVQCUGÍCNCT[RQT
NQVCPVQCRCTGEGCJÉEQOQCNIQUÏNKFQKPPGICDNG'NFKUEWTUQUG
OWGXGRGTQGNQDLGVQUGRTGUGPVCEQOQFCFQRTGEKUCOGPVGRQTSWG
—ante la crisis de la modernidad— no hay posibilidad ni sentido en 
enunciar el territorio desde el que se construye.
Resulta notorio que el autor del catálogo no haya percibido 

[OGIWUVCTÉCXKPEWNCTGUVQEQPNQFKEJQRQT/CTKPC8KUJOKFVGP
/QPVGJGTOQUQSWGUWFGUETKREKÏPEQTTGURQPFGRWPVWCNOGPVGC
WPCFGUETKREKÏPFGNCEKTEWNCEKÏPEQOQHQTOCFGRTQFWEEKÏP7PC
en la que “las operaciones estéticas pierden su carácter inerte e 
ideal de no-cosas y el registro que ellas dan de ‘la realidad’ ya jamás 
puede estabilizarse como un dato de la conciencia” como resultado 
FGpNCHTKEEKÏP
eGPVTGNQUHTCIOGPVQU[GRKUQFKQUFGNQUQEKCNSWG 
=NCQDTCOGTECPEÉC?CDUQTDGGKPEQTRQTC[UWFGUVKPQ=EKTEWNCEKÏP?
EQPUKUVGPVGGPRCTCUKVCTQKPVGTXGPKTGURCEKQUEKTEWKVQUUQEKCNGU
CHGEVQUEQNGEVKXQU[FKUEWTUQURÖDNKEQUq
5ÏNQOGFKCPVGGNFGUGPXQNXKOKGPVQKPOCPGPVGFGNQUFKURQUKVKXQUEQP
que un artista contemporáneo establece su campo de práctica, es que 
un determinado rango de autonomía estética sigue operando en la obra 
EQPVGORQT½PGCKPENWUQ
UKPQGUSWGsobre todoEWCPFQGNRTKPEKRCN
OGFKQFGNCRTQFWEEKÏPRQÅVKECRCTVGFGNCEQODKPCEKÏPFGOQOGPVQU
FGECRVWTCGKPVGTXGPEKÏPFGNQTGCN$KGPXKUVCNCHTKEEKÏPSWGNCQDTC
de arte contemporánea establece entre los fragmentos y episodios de 
lo social que absorbe e incorpora, y su destino consistente en parasitar 
QKPVGTXGPKTGURCEKQUEKTEWKVQUUQEKCNGUCHGEVQUEQNGEVKXQU[FKUEWTUQU
RÖDNKEQUPGIQEKCWPTQNSWGGUVQFQOGPQUNCTGRTGUGPVCEKÏPRWGUNCU
operaciones estéticas pierden su carácter inerte e ideal de no-cosas, y 
el registro que ellas dan de “la realidad” ya jamás puede estabilizarse 
como un dato de la conciencia.'POGFKQFGNCEQPHWUKÏPGPVTGETÉVKEC[
CƂTOCEKÏP=FGDKFQCUW?PQRTQFWEKT[PQEQPUWOQPQVKGPGPCFCSWG
GPUGÍCTUWFGUKIPKQGURGTVWTDCTGRKUVGOQNQIÉCU[RT½EVKECU'UGTCPIQ
es político, en la medida que se niega a contemporizar con la increíble 
ECRCEKFCFFGNECORQCTVÉUVKEQRCTCRTQEGUCTNCKPSWKGVWFJKUVÏTKECGP
CRCEKIWCOKGPVQEWTCVQTKCN#NOGPQUGUVCOQUCPVGWPCQRGTCEKÏPSWG
UGPKGICEQPVQFQUNQUFKGPVGU[ICTTCUCQHTGEGTPQUWPCXKQNGPEKC
domesticada8.
2QTGUVKNQGPVKGPFQWPEQPLWPVQFGTCUIQUHQT-
males que fundan una identidad, la idea de que 
ÅUVQUNNGXCPCECDQQRTGUGPVCPWPpFGUGPXQNXK-
miento inmanente”.
2QFGOQUGPEQPVTCTGUVCOKUOCQRGTCEKÏP
en contextos tan disímiles como la “performa-
VKXKFCFqGNpTGCF[OCFGqCNIWPCURT½EVKECUFG
NCCFOKPKUVTCEKÏPFGGORTGUCU
GNpGORNGCFQ
FGNOGUqGNpGLGEWVKXQFGEWGPVCqQKPENWUQ 
NCpTGURQPUCDKNKFCFEQTRQTCVKXCq
NCCWUGPEKCFG
responsables legales que se desprende de que 
NCƂIWTCSWGCEVÖCPQGUWPKPFKXKFWQUKPQ
WPCEQTRQTCEKÏP0QQDUVCPVGFGUCTTQNNCTGUVG
análisis excede por mucho los límites de este 
ensayo.
'U KORQTVCPVGOGPEKQPCTSWGGPGNECV½-
NQIQFGNCOWGUVTCGPGPVTGXKUVCEQP6CK[CPC 
2KOGPVGNGNEWTCFQTUGXGGPNCPGEGUKFCFFGLWU-
VKƂECTNCEQPVTCFKEEKÏPSWGUGÍCNÅGPNCUGEEKÏP
CPVGTKQT
RGTQGPQVTCRCTVGRQTQVTQUOQVKXQU 
62
e3WÅUGPVKFQVGPFTÉCJQ[IGPGTCTWPC
TGRTGUGPVCEKÏP RCTC CNIWKGP SWGJC UKFQ
muy crítico al respecto de cualquier cons-
VTWEEKÏPFGNQPCEKQPCN!
%/2QTSWGETGQSWGPWPECNGJGUCECFQGN
bulto al tema, sino que he procurado hacer 
CJÉWPCKPVGTXGPEKÏPRTQDNGO½VKEC'PRCT-
te bajo el argumento de que operar en la cul-
VWTCINQDCNTGSWKGTGGUVCTKIWCNOGPVGCXGT-
IQP\CFQFGNCRQUKEKÏPEQUOQRQNKVCSWGFGN
nacionalismo. Actuar en un terreno como 
NCTGRTGUGPVCEKÏPPCEKQPCNKORNKECCUWOKT
que no hay un lugar que permita un refu-
IKQHTGPVGCNRTQDNGOCFGNCTGRTGUGPVCEKÏP
RWGUNCEWNVWTCFGN'UVCFQGZKUVG[UKIWGUKGP-
FQWPCFGNCUDCUGUFGEKTEWNCEKÏPFGNCEWN-
VWTCXKUWCNGPGNOWPFQ[NCPCEKÏPUKIWG
UKGPFQWPQFGNQUFKURQUKVKXQUENCXGUFGNC
OQFGTPKFCFGPVÅTOKPQUFGNCRTQFWEEKÏP
de los sujetos y del poder mismo.
%QPXGTUCEKÏPFG6CK[CPC2KOGPVGNEQP%WCWJ 
témoc Medina y Teresa Margolles en ¿De qué 
otra cosa podríamos hablar?/ÅZKEQ4/'FKVQTGU 
2009, pp. 83-84.
7. Los mensajes que los grupos criminales 
GPXÉCPCQVTQUITWRQU[SWGUWGNGPCRCTGEGT
LWPVQCECF½XGTGUOWVKNCFQUQEQNICFQU
JC[GP 
GNPCTEQVT½ƂEQWPCGURGEKGFGUGO½PVKECFGNQU
EWGTRQU
%WCWJVÅOQE/GFKPCp'URGEVTCNKFCF/CVG-
rialista” en ¿De qué otra cosa podríamos hablar?, 
/ÅZKEQ4/'FKVQTGURR
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CASO 3
EL JARDÍN DE ACADEMUS
7PCÍQFGURWÅUFGNCGZRQUKEKÏPFG6GTGUC/CTIQNNGUGPNC$KGPCN 
FG8GPGEKCGN/7#%
KPUVKVWEKÏPFGNCSWGJCDNCOQUGPGNECUQWPQ
[FGNCSWG%WCWJVÅOQE/GFKPCGUWPCUGUQTKORQTVCPVGRTGUGPVÏ
la muestra El Jardín de Academus. He elegido El Jardín de Academus 
EQOQOKÖNVKOQGLGORNQOQFGNQRQTXCTKCUTC\QPGU2TKOGTQRQT-
SWGRTGUGPVCQVTCXGTUKÏPFGNQRQNÉVKEQRGTQGUVCXG\FGUFGNC
RQUKVKXKFCF
RTQRQPGpUQNWEKQPGUq[NCURQPGGPOCTEJCUGIWPFQ
RQTSWGtEQOQOQFGNQtRTQRQPGNCFKXGTUKFCFFGFKUEKRNKPCU[
conocimientos, de manera explícita, como punto de partida, y ter-
EGTQRQTSWGCPVGGNGLGTEKEKQSWGEQPUKUVGGPNNGXCTGNCP½NKUKUC
casos concretos, plantea algo que, aunque ya ha aparecido en los 
casos anteriores, no ha sido presentado de manera explícita hasta 
ahora.
Antes de describir El Jardín de Academus hablaré de las partes que 
FGUGORGÍCTQPWPRCRGNKORQTVCPVGCNCJQTCFGFGEKFKTSWGUGNNG-
XCTCCECDQGUVCOWGUVTC5KDKGPPQJC[GURCEKQGPGUVGVGZVQRCTC
extenderse al respecto, aquellos interesados en la historia recien-
VGFGNCTVGGP/ÅZKEQ
CPKXGNKPUVKVWEKQPCNRQFT½PETW\CTXCTKQU
FCVQUUKIPKƂECVKXQU
.CUEQ[WPVWTCUSWGCEQORCÍCTQPCGUVCOWGUVTCGUV½PFKTGE-
VCOGPVGTGNCEKQPCFCUEQPNQTGNCVCFQGPGNECUQWPQ5KNC'0#2 

NCKPUVKVWEKÏPGFWECVKXCJCDÉCTGEJC\CFQUKUVGO½VKECOGPVGVQFCNC
RTQFWEEKÏP
[CUWUCWVQTGUSWGpTGUECVÏqLa Era de la Discrepancia, 
CUWXG\GN/7#%PQVGPÉCXÉPEWNQUFKTGEVQUEQPNC'0#2SWGPQ
HWGUGPtGUVTKEVCOGPVGtCSWGNNQUFGVGTOKPCFQURQTNQUÏTICPQU
FGIQDKGTPQFGNCOKUOC7PKXGTUKFCF2QTWPKXGTUKVCTKQSWGHWGTC
NCXQECEKÏPFGGUVG/WUGQ
KPVGTPCEKQPCNFG#TVG%QPVGORQT½PGQ
excluía, naturalmente, el trabajo de aquellos que, dedicados a la 
FQEGPEKCQRTKXKNGIKCPFQETKVGTKQUCFOKPKUVTCVKXQUGTCPVQVCNOGPVG
ajenos al circuito que éste pretendía representar.
0QQDUVCPVGJCDÉCCNIWPCUGZEGREKQPGU7PCFGGNNCUGTCGNVTCDC-
LQFGNRTQHGUQT,QUÅ/KIWGN)QP\½NG\%CUCPQXCSWKGPCRTKPEKRKQU
FGNQUPQXGPVCJCDÉCRGTVGPGEKFQCNITWRQFG6GOÉUVQENGU11 y, 
en su papel de Coordinador de la Carrera de Artes Visuales, había 
incluido cursos que no correspondían a las disciplinas tradicionales 
[NNGXCDCCÍQUFKTKIKGPFQWPVCNNGT
HWGTCFGNEWTTÉEWNQGPGNSWGUG
CFOKVÉCQVTQVKRQFGRTQFWEEKÏP&GJGEJQ[EQPUKFGTCPFQUWNCDQT
FQEGPVGEQOQRCTVGFGUWRTQFWEEKÏPCTVÉUVKECGNVKRQFGVTCDCLQ
FG)QP\½NG\%CUCPQXC[FGOWEJQUFGUWUCNWOPQURQFTÉCJCDGT
GPECLCFQEQOQCPKNNQCNFGFQGPGUQSWGUGNNCOÏCTVGTGNCEKQPCN
EQPNCOCNCUWGTVG
RGTQ[CFKLGSWGO½USWGFGUVKPQGUVQGUEKTEW-
NCEKÏPFGSWGGPGNOQOGPVQFGNCKPVGTPCEKQPCNK\CEKÏPFGNCTVG
OGZKECPQ)QP\½NG\UGFGUNKPFÏFGNITWRQSWGJCDÉCCRQUVCFQRQT
NCpRTQHGUKQPCNK\CEKÏPqGUFGEKTRQTHWPFCTUWECTTGTCGPVTCVCTFG
QDVGPGTRTGUGPEKCGPGNEKTEWKVQEWNVWTCN[EQOGTEKCNFG'WTQRC[
NQU'UVCFQU7PKFQU12.
2QTUWRCTVG[CPVGNCPGEGUKFCFFGTGPFKTEWGPVCUCPVGNC7PK 
XGTUKFCFGN/7#%VGPÉCSWGLWUVKƂECTNCUITCPFGUECPVKFCFGUKPXGT-
VKFCUGPUWEQPUVTWEEKÏP[QRGTCEKÏP2CTCJCEGTNQGN/WUGQFGDÉC
RQTWPCRCTVGFGOQUVTCTUWUXÉPEWNQUEQPNCOKUOC7PKXGTUKFCF
[RQTNCQVTCRTQDCTSWGGUVCKPXGTUKÏPKORNKECDCWPpDGPGƂEKQ
RÖDNKEQq6TCV½PFQUGFGWPCKPUVKVWEKÏPSWGFGUFGWPRTKPEKRKQ
[EQOQICTCPVGFGUWCEVWCNKFCFUGJCDÉCEQPUVKVWKFQUGIÖPWP
OQFGNQEQTRQTCVKXQGNOWUGQGORG\ÏCTGEWTTKTCNCƂIWTCFGNC 
“responsabilidad social”.
'XKFGPVGOGPVGSWGWPCKPUVKVWEKÏPRÖDNKECTGENCOGRCTCUÉNC
ƂIWTCFGNCpTGURQPUCDKNKFCFUQEKCNqGU[CEQORNKECFQRWGUGPVCPVQ
SWGKPUVKVWEKÏPRÖDNKECGUV½HWPFCFCGPWPCTGURQPUCDKNKFCFUQEKCN

GUVCGURGEKGFGVCWVQNQIÉCtQGWHGOKUOQtOGTGEGTÉCVCODKÅPWP
GUVWFKQCRCTVG$CUVGOGPEKQPCTSWGGPGUVGECUQNCƂIWTCRTQXK-
no directamente de los lineamientos y debates del ICOM. Así pues, 
FGLCTSWG)QP\½NG\%CUCPQXCEWTCTCWPCGZRQUKEKÏPGPGN/7#%
era para las autoridades una excelente oportunidad de cumplir con 
ambos requisitos: la muestra probaba que el museo sí tomaba en 
EWGPVCCNC'0#2[SWGRTKXKNGIKCDCNQURTQ[GEVQUEQPpTGURQPUCDK-
lidad social”.
5KPGODCTIQEQOQGUVGRTQHGUQTPQUÏNQNNGXCDCCECDQCEVKXK-
dades independientemente de los colegios disciplinares, sino tam-
DKÅPJCDÉCEQORGVKFQGPNCUÖNVKOCUGNGEEKQPGUEQPVTCGNGPVQPEGU
FKTGEVQTFGNC'UEWGNCNQÖPKEQSWGNQITÏ
ECTCCNC'0#2EQPGUVC
OWGUVTCHWGSWGUGNGTGVKTCTCGNFGTGEJQCNWUQFGNUCNÏPGPGNSWG
UGTGWPÉCUWITWRQQDXKCOGPVGEQPWPCTIWOGPVQCFOKPKUVTCVK-
XQ5KJGOGPEKQPCFQVQFQGUVQPQGURQTWPKPVGTÅUGPFKHWPFKT
las politiquerías de la escena local, sino por hacer énfasis en que 
tNGLQUFGNCUVGQTÉCUFGNCEQPURKTCEKÏPtGPWPCUKVWCEKÏPFCFC
ECFCWPQFGNQURCTVKEKRCPVGUCEVÖCGPTGURWGUVCCWPCEQ[WPVWTC
EQPETGVCSWGOCTECNCNÉPGCFGFGHGPUCFGUWUKPVGTGUGUKPFKXKFWCNGU
QITGOKCNGU0QUÅ
UKPEGTCOGPVGPQNQUÅUKNCFQZCFGNCCFOKPKU-
VTCEKÏPFGGORTGUCUGUWPCKFGQNQIÉCFGENCUG0QQDUVCPVGETGQSWG
NCURTGIWPVCUCEGTECFGGUVGVGOCGPEQPETGVQ
NCCIGPEKCEQOQNG
FKEGPNQUCPINQUCLQPGUFGDGPXGTUGCNCNW\FGECUQUGURGEÉƂEQU[
SWGFGJCDGTCEEKÏPRQUKDNGGUVCODKÅPCNPKXGNFGGUVCURCTVKEW-
NCTKFCFGU'UVGUGTÉC[GUVCXG\GUGPUGTKQGNRTKOGTOQOGPVQGP
GNSWGtGPGHGEVQtJC[WPGNQIKQFGNCOQFGUVKC'UGPGUVGRWPVQ
tGNOKUOQSWGJCTÅGZRNÉEKVQGPGUVGÖNVKOQECUQtGPGNSWGOG
IWUVCTÉCXKPEWNCTGUVGVGZVQFGOCPGTCPQGURGEÉƂECEQPNQFKEJQ
por Alberto Toscano en el encuentro.
2QTQVTCRCTVGEQOQRTQ[GEVQEWTCVQTKCNEl Jardín de Academus 
RNCPVGCDCXCTKCUEWGUVKQPGUKPVGTGUCPVGUOWEJCUFGNCUEWCNGUUG
JKEKGTQPGZRNÉEKVCUCNQNCTIQFGNCUFKUEWUKQPGUSWGVWXKGTQPNWICT
FWTCPVGGNRTQEGUQFGNCOWGUVTC.CGZRQUKEKÏPEQPUKUVKÏGPKPXKVCT
CWPITWRQFGCTVKUVCUCSWGVTCDCLCTCPEQPITWRQUGURGEÉƂEQUSWG
RQTWPCTC\ÏPWQVTCGUVWXKGTCPpGZENWKFQUFGNOWUGQq%CFCCTVKUVC
tenía derecho a ocupar la sala entera por dos días y durante esos 
FQUFÉCUFGDÉCNNGXCTCECDQWPVCNNGTQCEVKXKFCFEQPGNITWRQFG
UWGNGEEKÏP(KPCNOGPVGNQUTGUWNVCFQUFGGUVCCEVKXKFCFSWGFCDCP
GZJKDKFQUGPNC5CNC.CKFGCFGVT½UFGNCOWGUVTCtOW[KPƃWGP-
EKCFCRQT(TGKTGtGUSWGECFCEQNGEVKXKFCFUGTÉCECRC\FGIGPGTCT[
EQORCTVKTFKXGTUQUUCDGTGUCRCTVKTFGGUVCGZRGTKGPEKC
%QOQRCTVKEKRCPVGGPNCOWGUVTCGPOKQRKPKÏP NQSWGÅUVC
RWUQ FGOCPKHKGUVQ HWGTQP WPC UGTKG FG KORQUKDKNKFCFGU 2QT
UWRWGUVQGPWPRTKPEKRKQUGFKUEWVKÏCORNKCOGPVGSWÅVCPVQGUVG 
modelo correspondía, por ejemplo, a las políticas culturales asisten-
cialistas europeas que asignan presupuestos directamente a aque-
NNQURTQ[GEVQUEWNVWTCNGUSWGDGPGƂEKCPCpOKPQTÉCUqQNCCEGREKÏP
OKUOCFGOKPQTÉC5GFKUEWVKÏVCODKÅPUQDTGGNOWUGQEQOQWP
GURCEKQFGNGIKVKOCEKÏP[CEGTECFGNCOCPGTCGPNCSWGNQUCTVKU-
VCUKPUVTWOGPVCPUWUCEVKXKFCFGUEQPEKGTVQUITWRQURCTCQDVGPGT
XKUKDKNKFCF'PRCTVKEWNCTUGFKUEWVKÏtFGOCPGTCHTQPVCNQVTCU
DCODCNKPCUtGNEQPƃKEVQGPVTGNCUKPFKXKFWCNKFCFGU[NQUITWRQU
así como los efectos de musealizar un proceso que no era represen-
table por esos medios.
11. Temístocles 44 fue un espacio independien-
VGSWGHWPEKQPÏGPNCEKWFCFFG/ÅZKEQCRTKP-
EKRKQUFGNQUPQXGPVC#EVWCNOGPVGUGEQPUKFGTC
uno de los semilleros de artistas más impor-
VCPVGUSWGJCFCFQGNRCÉUGPNQUÖNVKOQUXGKP-
VGCÍQU
)QP\½NG\%CUCPQXCOKUOQPCTTCGUVGGRKUQ-
FKQGPp%QPEGRVWCNKUOQUGP/ÅZKEQ!qRevista 
Curare, nº 32/33, México, 2010, pp. 139-140. 
González dice: “Se mostraron claramente dos 
posiciones respecto al arte… me parece que su 
RTQDNGO½VKECGUVCDCGPNCRTQHGUKQPCNK\CEKÏP
y en las estrategias de juego en el campo del 
OGTECFQFGNCTVGe2QTOKRCTVGTGEQPQEÉENC-
ramente que mi proyecto era más bien educa-
VKXQ[EWNVWTCNq
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5KDKGPJWDQXQEGUSWGJKEKGTQPPQVCTSWGAcademus llegaba dema-
UKCFQVCTFG
QFGOCUKCFQVGORTCPQFGUOCTE½PFQUGFGQVTCUGZRG-
riencias similares en otras partes del mundo —suponiendo que hay 
GPGHGEVQWPpFGUGPXQNXKOKGPVQKPOCPGPVGqSWGICTCPVK\CNCUKPIW-
laridad del “campo de práctica”— los resultados fueron harto prede-
cibles independientemente de la pesadilla logística del proceso. La 
GZRQUKEKÏPƂPCNWPCCEWOWNCEKÏPGENÅEVKECFGQDLGVQU[VGZVQUSWG
nadie en su sano juicio leería rodeado de la familia mientras está de 
RKGGPNCUCNCFGWPOWUGQRTQRKEKCDCWPCNGEVWTCSWGFGPWGXQ
UGOQXÉCRQTWPCNÉPGCFGOGPQTTGUKUVGPEKCEl Jardín de Academus 
GTCWPCOWGUVTCFGCTVGUCPÉCURTQFWEKFCRQTCUKFWQUXKUKVCPVGUC
la corte de los milagros, mientras que la autoría correspondía a la 
“autoridad/artista” que había coordinado cada taller.
#NƂPCNFGNCOWGUVTCUGNNGXÏCECDQWPCOWNVKVWFKPCTKCFKUEW-
UKÏPRCTCGXCNWCTNQUTGUWNVCFQUFGNRTQ[GEVQFQUFGNQUEQOGPVCTKQU
OGRCTGEGPFKIPQUFGTGRGVKTUGPQRQTUWXCNQTKPVTÉPUGEQUKPQ
sintomático. Los integrantes del grupo Drag King México13, enca-
DG\CFQUGPNCOWGUVTCRQT2CQNC&½XKNCUGFGUJKEKGTQPGPJCNCIQU
CITCFGEKGPFQNCRNCVCHQTOCFGXKUKDKNKFCFSWGNGUQHTGEÉCGNOWUGQ
%CDGOGPEKQPCTSWGGPGUCQECUKÏPHWGGNÖPKEQEQNGEVKXQSWGGUVW-
XQRTGUGPVGEQOQVCN
GUFGEKTO½UFGWPCRGTUQPCVQOÏNCRCNC-
DTCRCTCTGHGTKTUGCUWKPVGTXGPEKÏP0CFKGJK\QNCRTGIWPVCRQT
UWRWGUVQFGEW½NGTCGNUGPVKFQ[EW½NGUNQUGHGEVQUFGGUVCXKUKDKNK-
FCFPQFKICOQUFGEÏOQUWRTGUGPEKCGTCWPICTCPVGFGNCXKTVWF

[NCCRGTVWTCFGNOWUGQ.CCWUGPEKCFGGUCRTGIWPVCGUNQSWG 
GPOKQRKPKÏPTGUWNVCUKIPKƂECVKXQ
5KPGODCTIQNCKPVGTXGPEKÏPFGNETÉVKEQGJKUVQTKCFQTFGNCTVG
(TCPEKUEQ4G[GU2CNOCOGRCTGEKÏCÖPO½UPQVCDNG4G[GU2CNOC
CƂTOÏGNÅZKVQTQVWPFQFGGUVCGZRGTKGPEKCCNJCDGTJGEJQSWG
WPCITCPFKXGTUKFCFFGRÖDNKEQU
SWGPQTOCNOGPVGPQNQJCEGP
XKUKVCTCGNOWUGQ.QPQVCDNGHWGUWCTIWOGPVQ4G[GU2CNOCUG
TGƂTKÏCNCKPVGTXGPEKÏPFG7TU,CGIIKLa locura sueña con Minerva en 
UWLCTFÉPGPNCSWGGNEQNGEVKXQGPEWGUVKÏPGTC
EKVQVGZVWCNpWPITW-
RQFGRUKEÏVKEQUKPFKIGPVGUFGN%GPVTQFG+PVGITCEKÏP5QEKCN
%#5+
[RCEKGPVGUFGNC%NÉPKEC/QPVG#ND½Pq4G[GU2CNOCCUGIWTÏSWG
PWPECJCDÉCXKUVQCPCFKGVCPEQPOQXKFQRQTWPCQDTCFGCTVGEQOQ
NQGUVWXQGUVGEQNGEVKXQCNXKUKVCTNCOWGUVTCCPVQNÏIKECFG(ÅNKZ
González Torres que se exponía en el mismo museo, en particular 
TGƂTKÅPFQUGCNIQ\QSWGUKPVKGTQPNQURUKEÏVKEQUKPFKIGPVGUCNRQFGT
tomar todos los dulces que quisieran de la pieza Sin título (placebo). 
0QUÅJCUVCSWÅRWPVQ NCGZRGTKGPEKCIGPGTCFCRQTAcademus 
JC[CDGPGƂEKCFQQCNVGTCFQNCUXKFCUFGSWKGPGURCTVKEKRCTQPGP
NQUVCNNGTGU2QTQVTCRCTVGGUHWPFCOGPVCNFGEKTSWGPQVQFCUNCU
KPVGTXGPEKQPGUVWXKGTQPGNOKUOQUGPVKFQPKNCUOKUOCURGEWNKC-
TKFCFGU2GTQGNRNCPVGCOKGPVQFGEQPLWPVQFGNCOWGUVTCGZKIÉC
WPCENCXGFGNGEVWTCGKPUVTWOGPVCEKÏPSWGNKOKVCDCNCUOCPGTCU
en las que estas circunstancias podían circular y ser interpretadas. 
(KPCNOGPVGVCPVQGN/7#%EQOQNC'0#2RGTOCPGEKGTQPKPEÏNW-
OGUCPVGGUVCUKPVGTXGPEKQPGUpTGCNGUqRTGEKUCOGPVGRQTNCOCPGTC
en la que el museo acota y distribuye lo que acontece en sus con-
ƂPGU%CTCCNCCFOKPKUVTCEKÏPGNOWUGQpCVKGPFGqCPWOGTQUQU
RÖDNKEQU
KPENW[GPFQCNQURUKEÏVKEQUKPFKIGPVGU[GUKPENW[GPVGGP
UWRTQITCOCEKÏP.QUCTVKUVCUSWGHQTOCOQURCTVGFGNCGZRQUKEKÏP

GPVTGNQUSWGOGEWGPVQRQFGOQUFGEKTp[QGZRWUGGPGN/7#%q
y ponerlo en el currículum.
(KPCNOGPVGNCOWGUVTCTGUWNVÏWPCNCTICKPEQOQFKFCFCFOKPKU-
VTCVKXCRCTCGNOWUGQGPNCOGFKFCGPSWGNQUTGSWGTKOKGPVQUFG
OQPVCLGUGCNGLCDCPFGNQURTQEGFKOKGPVQUWUWCNGU0QO½U.QQVTQ
a estas alturas, era muy predecible. Al suponer que, a diferencia de 
otras experiencias análogas, este proyecto no se enfrentaría a cierta 
HQTOCFGKPUVTWOGPVCNK\CEKÏPRQTRCTVGFGNOWUGQUKORNGOGPVG
porque se había desarrollado en condiciones distintas a las de otros 
ITCPFGURTQ[GEVQU KPUVKVWEKQPCNGUEQPXKUKDKNKFCF KPVGTPCEKQPCN 

CNETGGTSWG NCUEQPFKEKQPGU NCVKPQCOGTKECPCUICTCPVK\CDCPUW 
pFGUGPXQNXKOKGPVQKPOCPGPVGqGNRTQ[GEVQHWGKPECRC\FGEWGUVKQ-
nar al museo.
CONCLUSIONES
'UVGp'NQIKQFGNC/QFGUVKCqPQGUWPCFGHGPUCFGNUGPVKFQEQOÖPPK
WPCKPXGEVKXCEQPVTCNCVGQTÉC0KUKSWKGTCGUWPNNCOCFQGPEQPVTC
FGNCUFKXGTUCUHQTOCUFGNKPVGTGNOWNVKGNETQUU[GNVTCPU'PECO-
DKQSWK\½GUNCCFOKUKÏPFGWPCFGTTQVC.CETÉVKECFGNQUOKVQUFG
WP'UVCFQPCEKÏPEQPÉPHWNCUVQVCNKVCTKCUtRQTGLGORNQtGUV½OW[
DKGPRGTQGUCETÉVKECGPVTCGPCRTKGVQUCNCJQTCFGVGPGTSWGCƂTOCT
SWGNQSWGJC[SWGJCEGTGUCRQ[CTNCRTKXCVK\CEKÏPFGNCEWNVWTC
para que las empresas paguen más seminarios internacionales de 
marxismo, pues tienen “responsabilidad social”.
0QUGVTCVCVCORQEQFGWPCVCSWGCNCpOCNCVGQTÉCqPKCWPC
GUGPEKCNFGUJQPGUVKFCFXQNWPVCTKCQKPXQNWPVCTKC*CDKFCUEWGPVC
FGGUVCUUCNXGFCFGUPQOGRCTGEGSWGNQUOQFGNQUKPVGTOWNVKETQUU
VTCPU
EQPVQFCNCXCIWGFCFFGNVÅTOKPQGPVCPVQSWGOQFGNQU
VGÏTKEQUJC[CPQHTGEKFQTGURWGUVCUKPUWƂEKGPVGU/GRCTGEGUÉSWG
GPNCOGFKFCGPSWGGUVCRTQFWEEKÏPVGÏTKECGUV½UWDQTFKPCFCCWPC
NÏIKECQRGTCVKXC[FGEKTEWNCEKÏPHWPFCFCRTGEKUCOGPVGGPWPOQXK-
OKGPVQSWGEQPEGPVTCRQTXÉCFGNCFKXGTUKƂECEKÏP
[CSWÉFGPWGXQ
RKGPUQGPWPOQFGNQGORTGUCTKCNEQTRQTCVKXQNCFKXGTUKƂECEKÏPper 
se no es garantía de nada.
*GJCDNCFQFGGUVQUETWEGUGPVTGCTVGRQNÉVKEC[GFWECEKÏPRQTSWG
son los que se encuentran con más frecuencia en el campo en el que 
OGFGUGORGÍQ[SWGOGGUHCOKNKCT5KPGODCTIQPQETGQSWGNCUHQT-
mas y las causas del tipo de cruzamientos a los que me he referido sean 
GZENWUKXCUFGGUVGECORQ;CUGCSWGNCQRQUKEKÏPCWPECPQP
QUKUVG-
OCHWPEKQPGRCTCGXKVCTGPWPEKCTQVTQtEQOQGPGNRTKOGTECUQt 
RCTCCƂTOCTWPCRQUKEKÏPFGUFGWPCCWUGPEKC
EQOQGPGNUGIWPFQ
QEQOQGPGNECUQFGNQURUKEÏVKEQURCTCOC[QTINQTKCFGWPCNÏIKEC
EWCPVKVCVKXCOKÖPKECKPVGPEKÏPJCUKFQUGÍCNCTSWGGPQECUKQPGU
lo que podría pasar como falta de rigor o deshonestidad, no es nin-
guna de las dos, sino estrategia. Quizás sea sobre estas estrategias, 
SWGKORNKECPUKGORTGWPCƂPKVWFGPVCPVQSWGPGIQEKCPEQPEQPFK-
ciones de factoUQDTGNCUSWGJCDTÉCSWGTGƃGZKQPCTO½UCNN½FGNQU
eufemismos o la promiscuidad en los discursos.
 Dije en un principio que el tema a tratar me parecía urgente 
EWCPFQGUVWXKOQUGP/QPVGJGTOQUQ&KXGTUQUCEQPVGEKOKGPVQU 

FGNQUFQUNCFQUFGN#VN½PVKEQSWGJCPQEWTTKFQFGUFGGPVQPEGUC
CJQTCUÏNQJCPUGTXKFQRCTCKPETGOGPVCTGUCUGPUCEKÏP+PVGPVCTÅ
ser más clara a riesgo de repetirme: me parece que las reformas edu-
ECVKXCU
RQTFGO½UUKOKNCTGUGPOWEJQURWPVQUGUV½PGPECOKPCFCU 
CNEQPVTQNFGNCRQDNCEKÏPECTCCWPOQFGNQGEQPÏOKEQ[FGRTQ-
FWEEKÏPUWUVGPVCFQRQTWPCXKQNGPEKCCEVKXCRQTWPNCFQ[RQTGN
QVTQRQTNCKPXKCDKNKFCFFGNCURTQRWGUVCUCNVGTPCVKXCURCTCUQUVGPGT
EKGTVCUHQTOCUFGXKFC
%TGQSWGJC[OWEJQSWGJCEGT
[SWGRGPUCT2GTQKIWCNSWGXKXKT
GPWPCEKWFCFSWGXKXGCVTQƂCFCRQTNCUOCTEJCU[FQPFGJC[WPC
sentada en cada plaza me ha hecho dudar de la capacidad de este 
13. http://jardindeacademus.org.mx/?p=281
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tipo de manifestaciones para efectuar cualquier tipo de cambio que 
PQVGPICSWGXGTEQPOCPKRWNGQUOGFK½VKEQUFGpNCQRKPKÏPRÖDNKECq
UQ[KPECRC\FGXGTNCUTC\QPGURQTNCUSWGGNVKRQFGECODKQUSWGGUV½
JCDKGPFQGPNCGPUGÍCP\CCPKXGNINQDCN
GNp2NCP$QNQPKCqPQGUGP
GUGUGPVKFQWPRTQDNGOCGZENWUKXQFGNC7PKÏP'WTQRGCFGDGTÉCP
CNVGTCTUGUKNCGFWECEKÏPUGGSWKRCTCCNFGUCTTQNNQGPNCOGFKFCGP
SWGGUV½FGUVKPCFCCNCETGCEKÏPFGGORNGQU[CWPKPETGOGPVQFG
NCpEQORGVKVKXKFCFq
Aquí es donde podrían entrar las salidas estratégicas y el inter/
multi/cross/trans, y aquí está la trampa de la que he querido hablar. 
'UV½ENCTQSWGWPCGFWECEKÏPETÉVKECRQTGLGORNQPQGUEQORCVKDNG
EQPWPCFGUVKPCFCCNKPETGOGPVQFGNGORNGQNCRTQFWEVKXKFCF[NC
EQORGVKVKXKFCF
SWGRQTEKGTVQGUNQSWGOKFGPNQUÉPFKEGUFGFGU-
GORGÍQCECFÅOKEQ#ODCUKPVGPEKQPGUUGEQPVTCFKEGPENCTCOGPVG
UQPQVTQUUWURTQRÏUKVQU[UWU½ODKVQUFGCEEKÏPTGRTGUGPVCPRWPVQU
FGXKUVCGUGPEKCNOGPVGKPEQORCVKDNGU0QJC[KPVGTOWNVKETQUUVTCPU
ECRC\FGETW\CTGUVGRWGPVGVCPUÏNQWPCPGIQEKCEKÏPSWGRQFTÉC
conseguir concesiones presupuestales. Son esas concesiones las que 
han hecho que en los museos de lo contemporáneo prolifere el arte 
RQNÉVKEQNQUUGOKPCTKQUVGÏTKEQU[NQURTQ[GEVQUGFWECVKXQURCTCNGNQU
GUITKOKGPFQFGXG\GPEWCPFQNCCWVQPQOÉCFGNCTVGEQOQFGHGPUC
FGNCQDNKICEKÏPFGTGPFKTEWGPVCUFGRTQFWEVKXKFCFRGTQTKPFKGPFQ
—obedientes— aquellas que se le exigen al arte.
5KP FWFC JCDNCT VCP UÏNQ FG GUVCU KORQUKDKNKFCFGU FG GUVCU
VTCORCU[GUVTCVGIKCU GUFGUOQTCNK\CPVG EQPGN KPEQPXGPKGPVG
de la incertidumbre que campea afuera de su ámbito protector. 
2GTQRQTOQFGUVCSWGUGCNCKPVGPVQPC[RQTOQFGUVQSWGUGCGN
pPQq
FGURWÅUFGVQFQGUOW[KTTGNGXCPVGKORNKECCNOGPQUWPC
XÉCOGPQUCTGEQTTGT;QPQUÅUKNCTGXQNWEKÏPXCCRCUCTRQTNC
VGNGXKUKÏP2GTQUKOGRTGIWPVCPUKXCCUGTKPUVTWOGPVCFCFGUFG
un museo de arte contemporáneo, puedo responderles, con bastante 
certeza, que no.
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%WCPFQGN2TQEGUQFG$QNQPKCUGNCP\ÏGPUGUWRQPÉCSWGEQP-
FWEKTÉCCNGUVCDNGEKOKGPVQFGWPTGC'WTQRGCFG'FWECEKÏP5WRGTKQT
GPGNCÍQSWGUGIÖPNC'UVTCVGIKCFG.KUDQCEQPVTKDWKTÉCC
UKVWCTCNC7PKÏP'WTQRGCEQOQNCOC[QTGEQPQOÉCFGEQPQEKOKGPVQ
FGNOWPFQCRCTVKTFGGUGOKUOQCÍQ.CpOQXKNKFCFqNCpGORNGCDK-
NKFCFqNCpEQORCVKDKNKFCFqNCpEQORCTCDKNKFCFq[NCpƃGZKDKNKFCFq
eran algunas de las palabras que circulaban por entonces en los 
EQOWPKECFQUSWGNQUOKPKUVGTKQUFGGFWECEKÏPFGNQURCÉUGUSWG
RCTVKEKRCDCPGPGN2TQEGUQFG$QNQPKCGOKVÉCPFGURWÅUFGECFCWPC
FGUWUEQPHGTGPEKCUDKGPCNGU#FÉCFGJQ[FGUFGNCKPVGITCEKÏPFG
-C\CLKUV½PEQOQOKGODTQFGN2TQEGUQFG$QNQPKCGPOCT\QFGN
EWCTGPVC[UKGVGRCÉUGURCTVKEKRCPGPGUVG2TQEGUQ'NFGOCT\QFGN
UWUOKPKUVTQUFGGFWECEKÏPNCP\CTQPNCNNCOCFCp&GENCTCEKÏP
FG$WFCRGUV8KGPCqEQPNCSWGQƂEKCNOGPVGSWGFÏKPUVCWTCFCGNTGC
'WTQRGCFG'FWECEKÏP5WRGTKQTNQSWGSWKGTCSWGUGCVCNEQUC
Si se ajustan a ciertos estándares académicos, los programas de 
GUVWFKQFGNCUKPUVKVWEKQPGUFGGFWECEKÏPUWRGTKQTGWTQRGCUGUV½P
UKGPFQCETGFKVCFQURCTCSWGRWGFCPGOKVKTEGTVKƂECFQUFGITCFQU
O½UVGTU[FQEVQTCFQU.CGFWECEKÏPUWRGTKQTCTVÉUVKECGWTQRGCVCO-
DKÅPJCUKFQKPXKVCFCQDNKICFCQHQT\CFCCRCTVKEKRCTFGGUVGRTQ-
EGUQ'POWEJQURCÉUGU[TGIKQPGUGWTQRGCUNCGFWECEKÏPUWRGTKQT
CTVÉUVKECUGJCEQORTQOGVKFQCKORNGOGPVCTGN2TQEGUQFG$QNQPKC
XQNWPVCTKCQKPXQNWPVCTKCOGPVG%QOQEQPUGEWGPEKCFGGNNQFGUFG
JCEGWPQURQEQUCÍQUNCQDNKICEKÏPFGXQNXGTUGO½UpCECFÅOKEQUq
UGJCEQPXGTVKFQGPNCOKUKÏPFGTKIQTGPITCPRCTVGFGNUGEVQTFG
GFWECEKÏPUWRGTKQTCTVÉUVKECGWTQRGQ&CFQSWGPQTOCNOGPVGUGJC
llamado “academias” de arte a las instituciones clásicas de la educa-
EKÏPUWRGTKQTCTVÉUVKECNCEWGUVKÏPGUEÏOQGPVGPFGTNCQDNKICEKÏPFG
SWGÅUVCUUGXWGNXCPO½UCECFÅOKECU%WCPFQJCDNGFGpCECFGOKCUq
GPGUVGVGZVQUKGORTGOGGUVCTÅTGƂTKGPFQCVQFCUGUVCUKPUVKVWEKQPGU
FGGFWCEKÏPCTVÉUVKECUWRGTKQT[CGPUGÍGPCTVGUXKUWCNGUDGNNCUCTVGU
EKPGVGCVTQQOÖUKECDKGPUGNNCOGPFGJGEJQpCECFGOKCUqQPQ 
.QSWGTGUWNVÏRCTVKEWNCTOGPVGEQPHWUQRCTCGUVCUpCECFGOKCUq
fue que muchas de ellas habían dedicado grandes esfuerzos peda-
IÏIKEQUCCUGIWTCTSWGNCGPUGÍCP\C[GNCRTGPFK\CLGSWGQHTGEÉCP
UGXQNXKGTCPOGPQUpCECFÅOKEQUqFGNQSWGJCDÉCPUKFQ/KGPVTCU
SWGGPNCUWPKXGTUKFCFGUGNCFLGVKXQpCECFÅOKEQqUWGPCEQOQWPC
GVKSWGVCEWCNKVCVKXCIGPÅTKECGPNCUCECFGOKCUpCECFÅOKEQqUGJCDÉC
EQPXGTVKFQJCEÉCVKGORQGPWPKPUWNVQGPWPUKIPKƂECPVGFGNCHCNVC
de cualidad artística. Así que se dio el caso de que, en el preciso 
momento en el que muchas academias europeas habían desarrollado 
WPCRTGQEWRCEKÏPRQTPQGPUGÍCTCUWUCNWOPQUCRTQFWEKTpCTVG
CECFÅOKEQqUGNGUEQOWPKEÏSWGUGFGDÉCPpCECFGOK\CTqUKSWGTÉCP
que sus cursos de estudios artísticos fueran acreditados.
2QTUWRWGUVQGUVCPQGUNCÖPKECTC\ÏPRQTNCSWGGNRTQEGUQFGCECFG-
OK\CEKÏPNCP\CFQRQTNC&GENCTCEKÏPFG$QNQPKC[UWUXCTKQURTQEGUQU
FGKORNGOGPVCEKÏPPCEKQPCNGU[TGIKQPCNGUUGJCGPHTGPVCFQEQPWPC
GPQTOGXCTKGFCFFGETÉVKECU[TGUKUVGPEKCUSWGPQOGGURQUKDNGCPCNK-
\CTFGVCNNCFCOGPVGGPGUVCQECUKÏP'XKFGPVGOGPVGOWEJQUETÉVKEQU
ya han hablado con más rigor del problema de la agenda neoliberal 
QEWNVC[PQVCPQEWNVCFG$QNQPKCp$QNQPKCqUGEQPXKTVKÏGPGNUKIPK-
ƂECPVGRQTGZEGNGPEKCFGNCKORQUKEKÏPFGWPCCIGPFCPGQNKDGTCNGP
CUWPVQUGFWECVKXQU%QOQTGURWGUVCFGUFGSWGUGTGWPKÏGP2TCICGP
GNCÍQGN)TWRQFG5GIWKOKGPVQFGN2TQEGUQFG$QNQPKCJCGUVC-
do tratando de paliar estas críticas a base de subrayar las dimensiones 
UQEKCNGUFGNCGFWECEKÏPUWRGTKQT[TGEQPQEGTSWGNCTGURQPUCDKNKFCF
RQTNCGFWECEKÏPUWRGTKQTFGDGTGECGTGPNCUCWVQTKFCFGURÖDNKECU 
?4G8BEÏ4L?446478@<4
Dieter Lesage
(KNÏUQHQETÉVKEQ[RTQHGUQTGPGN
departamento de Artes Audio-
XKUWCNGU [ 2GTHQTOCVKXCU 
4KVU
'TCUOWUJQIGUEJQQN[GPNC8TKLG
7PKXGTUKVGKVFG$TWUGNCU*CUKFQ
VCODKÅPRTQHGUQT KPXKVCFQGPGN
2KGV<YCTV+PUVKVWVGFG4QVVGTFCO
[GN+PUVKVWVHØT-WNVWTVJGQTKGFG
NC.GWRJCPC7PKXGTUKVÀV.ØPGDWTI
Además, es miembro del comi-
VÅGFKVQTKCNFGNCTGXKUVCAfterall. 
Junto a Kathrin Busch ha editado 
A Portrait of the Artist as a Researcher: 
The Academy and the Bologna Pro-
cess 
[LWPVQC+PC9WFVMG
ha escrito Black Sound White Cube 
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CEQORCÍCTQPCNQUFKHGTGPVGURTQEGUQUFGKORNGOGPVCEKÏPPCEKQPCN
[TGIKQPCNFGN2TQEGUQFG$QNQPKCHWGNCKFGCFGSWGNCGPUGÍCP\CGP
NCGFWECEKÏPUWRGTKQTUGFGDÉCDCUCTGPNCKPXGUVKICEKÏP%QOQEQPUG-
EWGPEKCNÏIKECFGGUVCO½ZKOCVCODKÅPGPNCGFWECEKÏPCTVÉUVKECUWRG-
TKQTNCGPUGÍCP\CFGNCUCTVGUUGFGDÉCDCUCTGPNCKPXGUVKICEKÏP%QOQ
KPVGTRTGVCEKÏPFGGUVCEQPUGEWGPEKCNÏIKECFGNCO½ZKOCFGKPXGUVKIC-
EKÏPNCUKPUVKVWEKQPGUFGGFWECEKÏPCTVÉUVKECUWRGTKQTJCPRTQRWGUVQ
NCKFGCFGSWGNCGPUGÍCP\CGPNCGFWECEKÏPCTVÉUVKECUWRGTKQTUGFGDG
DCUCTGPNCKPXGUVKICEKÏPartística%QPNCHQTOCEKÏPFGWPEWGTRQ
creciente de discurso sobre la investigación artísticaNCUWPKXGTUKFCFGU
SWGRTGVGPFGPVGPGTGNOQPQRQNKQGPNCFGƂPKEKÏPFGNQSWGUKIPKƂEC
KPXGUVKICTUGGPHTGPVCTQPCWPCVCSWGCUWJGIGOQPÉCGPEWGUVKQPGU
FGKPXGUVKICEKÏP&GHQTOCO½URTGEKUCGNCVCSWGCNCJGIGOQPÉCFG
NCWPKXGTUKFCFGPEWGUVKQPGUFGKPXGUVKICEKÏPGUWPCVCSWGCNCJGIG-
OQPÉCKPVGTPCFGNCUEKGPEKCUPCVWTCNGUFGPVTQFGNCWPKXGTUKFCF 
6CPRTQPVQEQOQNCJGIGOQPÉCUGXGCVCECFCRTGUGPEKCOQUGNOKG-
FQGPVTGCSWGNNQUSWGXGPGTCPFKEJCJGIGOQPÉC&CFQSWGNCJGIG-
monía suele ser producto de una alianza entre diferentes grupos, 
NCTGURWGUVCCNCRTGIWPVCpSWKÅPVKGPGOKGFQFGNCKPXGUVKICEKÏP
artística?” deberá describir a esos diferentes grupos y a la forma en 
SWGUWUCNKCP\CUJGIGOÏPKECUSWGFCPEQPUVTWKFCU'PNCOGFKFC
que una futura contra-hegemonía se tenga que basar en una alian-
\CCNVGTPCVKXCGPVTGFKHGTGPVGUITWRQUUGRQFTÉCKPVGPVCTFGUETKDKT
SWÅVKRQFGCNKCP\CURQFTÉCPVGPGTRQVGPEKCNEQPVTCJGIGOÏPKEQ 
/KJKRÏVGUKUGUSWGGNEQPEGRVQFGKPXGUVKICEKÏPCTVÉUVKEC[NCHQTOC-
EKÏPFGWPFKUEWTUQFGKPXGUVKICEKÏPCTVÉUVKECGUCNIQCNQSWGVGOGP
tanto grupos de dentro de la academia y el mundo del arte, como gru-
RQUFGFGPVTQFGNCWPKXGTUKFCF[GNOWPFQEKGPVÉƂEQ*WGNICFGEKT
SWGFQPFGNCQRQUKEKÏPGPVTGCECFGOKCU[WPKXGTUKFCFGU[CJCFGLCFQ
FGVGPGTUGPVKFQQDKGPRQTSWGNCUCECFGOKCUUGJC[CPEQPXGTVKFQ
GPWPKXGTUKFCFGUQRQTSWGJC[CPUKFQKPVGITCFCUGPWPKXGTUKFCFGU
GNOKGFQCNCKPXGUVKICEKÏPCTVÉUVKECPQJCFGUCRCTGEKFQRQTGNNQ 
'PRTKOGTNWICTNCQDNKICEKÏPFGSWGNCGPUGÍCP\CGPNCGFWECEKÏP
UWRGTKQTGPIGPGTCN[RQTVCPVQVCODKÅPGPNCGFWECEKÏPCTVÉUVKECUG
DCUGGPNCKPXGUVKICEKÏPHWGGPVGPFKFCGPWPRTKOGTOQOGPVQRQT
CNIWPQUEQOQWPCQDNKICEKÏPFGSWGNCUCECFGOKCUNNGXCTCPCECDQ
KPXGUVKICEKÏPEKGPVÉƂEC. Aunque puede que algunos realmente hayan 
GPVGPFKFQOCNNCQDNKICEKÏPFGKPXGUVKICTtFCFCNCJGIGOQPÉCFGNCU
EKGPEKCUPCVWTCNGUGPNQSWGCVCÍGCNCFGƂPKEKÏPFGKPXGUVKICEKÏPt 
OKJKRÏVGUKU GU SWG QVTQU FGNKDGTCFCOGPVG GPVGPFKGTQPOCN NC
QDNKICEKÏPFGSWGNCUCECFGOKCUKPXGUVKICTCPEQOQWPCQDNKICEKÏP
FGSWGFGUCTTQNNCTCP KPXGUVKICEKÏP científica porque en realidad 
NGUFCDCOKGFQeNC KPXGUVKICEKÏPartística ;RQTSWÅUGTÉCGUQ! 
#UCDGTNCQHWUECFCKFGPVKƂECEKÏPTGVÏTKECFGNCpKPXGUVKICEKÏPqEQPNC 
pKPXGUVKICEKÏPEKGPVÉƂECqNGURGTOKVGNKDTCTUGFGEWCNSWKGTHQTOCFG
KPXGUVKICEKÏPFGPVTQFGNCCECFGOKC'NCTIWOGPVQXKGPGCUGTGN
siguiente: el arte no es lo mismo que las ciencias, los artistas no 
GUV½PGPVTGPCFQUEQOQEKGPVÉƂEQU[VCORQEQFGDGTÉCPUGTGPVTGPC-
FQUEQOQVCNGU[RQTVCPVQNCQDNKICEKÏPFGSWGNCUCECFGOKCUNNGXGP
CECDQKPXGUVKICEKÏPPQVKGPGPKPIÖPUGPVKFQ'PVTGNQUSWGCFQRVCP
esta postura podemos encontrar la mayoría de los que piensan que 
el arte es un producto del genio, algunos que creen que las artes son 
un conjunto de habilidades técnicas y otros que piensan que las artes 
UQPWPCEQODKPCEKÏPFGIGPKQ[FGJCDKNKFCFGUVÅEPKECU
5KPGODCTIQFGPVTQFGNCUKPUVKVWEKQPGUFGGFWECEKÏPCTVÉUVKEC
UWRGTKQTSWGUGJCPEQORTQOGVKFQEQPGN2TQEGUQFG$QNQPKCCNIW-
PCUFGGNNCUJCPGUVCFQFGHGPFKGPFQNCRQUKEKÏPFGSWGNCEKGPEKC
.CTGVÏTKECFGN2TQEGUQFG$QNQPKCGUWPGLGORNQO½UFGNJGEJQ
bien conocido de que el capitalismo ha integrado conceptos que, en 
UWOQOGPVQUGJCDÉCPGPVGPFKFQEQOQEQPEGRVQUSWGTGƃGLCDCP
WPCTGUKUVGPEKC2WGFGSWGPQUJC[COQUQNXKFCFQRGTQJCEGWP
tiempo, en los sesenta del pasado siglo, los trabajadores pedían más 
ƃGZKDKNKFCFO½UTGURQPUCDKNKFCFGVEe'PUWNKDTQEl nuevo espíritu 
del capitalismo FGNQUUQEKÏNQIQUHTCPEGUGU.WE$QNVCPUMK['XG
%JKCRGNNQFGOQUVTCTQPEQPXKPEGPVGOGPVGSWGGNECRKVCNKUOQRCTC
RQFGTFGHGPFGTUGKPVGITÏCNIWPQUFGNQUXCNQTGUFGUWURTKPEKRCNGU
GPGOKIQU'NTGUWNVCFQFGGUVCKPVGITCEKÏPGUGNFKUEWTUQFGNQSWGUG
ha dado a llamar neo-management, que ha alcanzado hoy una com-
pleta hegemonía. También explica por qué es tan difícil organizar 
NCTGUKUVGPEKCEQPVTCGN2TQEGUQFG$QNQPKC$QNQPKCRCTGEGRTQOGVGT
cosas que hemos estado pidiendo desde hace mucho tiempo. Creo 
SWGGUVCGUNCTC\ÏPRQTNCSWGCNIWPCURGTUQPCUJCPCƂTOCFQSWG
PGEGUKVCOQUPWGXQUEQPEGRVQU'UVQ[FGCEWGTFQRGTQGPNQSWGPQ
estoy necesariamente de acuerdo es en que, para poder adquirir nue-
XQUEQPEGRVQUVCODKÅPPGEGUKVGOQUPWGXQUPQODTGUQPWGXCURCNC-
DTCU2QTGLGORNQCFOKTQGPQTOGOGPVGGNXQECDWNCTKQFG-QFYQ
'UJWPSWGGPEWGPVTQOCTCXKNNQUQFGUFGWPRWPVQFGXKUVCNKVGTCTKQ
RGTQGPEWCPVQSWGGUVTCVGIKCRQNÉVKECRTGƂGTQEGÍKTOGCNQSWG
Derrida llama la paléonymie;QRTGƂGTQWVKNK\CTRCNCDTCUXKGLCU[
FQVCTNCUFGPWGXQUUKIPKƂECFQUGPNWICTFGKPXGPVCTRCNCDTCUPWGXCU
EQPPWGXQUUKIPKƂECFQUQNQSWGGUCÖPRGQTPWGXCURCNCDTCUEQP
XKGLQUUKIPKƂECFQU
Me gustaría apuntar aquí algo que, desde luego, no es la primera 
XG\SWGFKIQRGTQSWGGUVQ[TGRKVKGPFQFGHQTOCFGNKDGTCFCGPWP
GUHWGT\QEQPUEKGPVGt[FGDQCÍCFKTEQPEKGTVQÅZKVQtFGKPƃWKT[
CNVGTCTGNFKUEWTUQJGIGOÏPKEQ.QSWGSWKGTQFGEKTGUSWGGN2TQEGUQ
FG$QNQPKC[NCTGVÏTKECSWGNGCEQORCÍCVCODKÅPRCTGEGRTQFWEKT 
—como un subproducto secundario y no anticipado— importan-
VGUECODKQUGPNCTGNCEKÏPGPVTGGNCTVG[NCVGQTÉCECODKQUSWG
PQUQPPGEGUCTKCOGPVGPGICVKXQUPKRCTCGNCTVGPKRCTCNCVGQTÉC 
/KJKRÏVGUKUGUSWGGN2TQEGUQFG$QNQPKCFGWPOQFQEQORNGVCOGP-
VGKPXQNWPVCTKQRWGFGSWGCECDGEQPVTKDW[GPFQCVGTOKPCTEQPNC
JGIGOQPÉCFGNCUEKGPEKCUPCVWTCNGUGPGNECORQFGNCKPXGUVKICEKÏP
Lo que estamos presenciando hoy en día, por lo menos en las regio-
PGU[RCÉUGUFQPFGNCUKPUVKVWEKQPGUFGGFWECEKÏPCTVÉUVKECUWRGTKQTUG
JCPEQORTQOGVKFQXQNWPVCTKCQKPXQNWPVCTKCOGPVGCHQTOCTRCTVG
FGN2TQEGUQFG$QNQPKCGUGNRTKPEKRKQFGWPCDCVCNNCHGTQ\RQTNC
FGƂPKEKÏPFGNCKPXGUVKICEKÏP4GFGƂPKTGNEQPEGRVQFGpKPXGUVKIC-
EKÏPqUGTÉCNCGUVTCVGIKCRGNGQPÉOKECSWG[QRTQRQPFTÉCFQVGOQUC
GUCXKGLCRCNCDTCpKPXGUVKICEKÏPqFGPWGXQUUKIPKƂECFQU;QETGQSWG
NCpKPXGUVKICEKÏPqGUWPQFGNQUEQPEGRVQUEGPVTCNGURCTCFGUCTTQNNCT
WPEQPEGRVQFGGFWECEKÏPPQCNKPGCFQ[RQTVCPVQGUKORQTVCPVG
KORNKECTUGGPFGDCVGUTGURGEVQCNUKIPKƂECFQFGNCKPXGUVKICEKÏPRCTC
NCUQEKGFCF'POWEJCUTGIKQPGU CNGOCPCUFQPFGCNCGFWECEKÏP
CTVÉUVKECUWRGTKQTtGPRCTVGFGDKFQCNCQRQUKEKÏPRQTRCTVGFGNC
Rektorenkonferenz der deutschen Kunsthochschulen
NC%QPHGTGPEKCFGTGE-
VQTGUFGGUEWGNCUFGCTVGCNGOCPCUtUGNGRGTOKVKÏPQHQTOCTRCTVG
FGN2TQEGUQFG$QNQPKCGUVCDCVCNNCRQTNCFGƂPKEKÏPFGNCKPXGUVKIC-
EKÏPRTQDCDNGOGPVGJCSWGFCFQUÏNQRQURWGUVC&GJGEJQGNGUVCT
GZGPVQFGNCQDNKICEKÏPFGQTICPK\CTECTTGTCUFGITCFQ[RQUVITCFQ
EQPXCNKFCDNGUCPKXGNKPVGTPCEKQPCNPQKORNKECPGEGUCTKCOGPVGSWG
UGGUVÅGZGPVQFGNCQDNKICEKÏPFGKPXGTVKTGPKPXGUVKICEKÏP
7PCDTGXGJKUVQTKCFGGUVCDCVCNNCRQTNCFGƂPKEKÏPFGNCKPXGUVK-
ICEKÏPUGTÉCNCSWGUKIWG7PCFGNCUO½ZKOCUO½UKORQTVCPVGSWG
142 143
JWOCPKFCFGU.QUKPXGUVKICFQTGUCTVÉUVKEQUSWGDWUSWGPTGEQPQEK-
OKGPVQRCTCWPEQPEGRVQRNWTCNKUVCFGKPXGUVKICEKÏPSWGKPENW[C
VCODKÅPNCKPXGUVKICEKÏPCTVÉUVKECRQFT½PGPEQPVTCTOWEJQUCNKC-
dos entre los colegas que trabajan en el campo de las humanidades, 
OWEJQUFGNQUEWCNGUVCODKÅPUGGPHTGPVCPCOÅVQFQUTGUVTKEVKXQUFG
GXCNWCEKÏPFGUWUTGUWNVCFQU/WEJQUKPXGUVKICFQTGUGPNCUJWOCPK-
FCFGUTGEJC\CPNCKFGCFGSWGNQUCTVÉEWNQUGPTGXKUVCUKPVGTPCEKQPC-
NGUUQOGVKFCUCTGXKUKÏPRQTRCTGUFGDCPUGTGNHQTOCVQCECFÅOKEQ
más importante, como sucede en las ciencias naturales. Los repre-
UGPVCPVGUFGNCUEKGPEKCUPCVWTCNGUVKGPFGPCKORQPGTNCQRKPKÏPFG
SWGNQUNKDTQUNCUCPVQNQIÉCUNQUCTVÉEWNQUQETÉVKECUGPRGTKÏFKEQU
[NQUGPUC[QUGPTGXKUVCUFGWPECT½EVGTO½UIGPGTCNFGDGPEQPUK-
FGTCTUGRT½EVKECOGPVGGZGPVQUFGXCNQTCECFÅOKEQCRGUCTFGSWG
RQTGLGORNQCNIWPQUFGNQUO½UKORQTVCPVGUƂNÏUQHQUFGNCUÖNVKOCU
décadas, sobre los que se han escritos cientos, si no miles de artícu-
NQUGPTGXKUVCUCECFÅOKECUKPVGTPCEKQPCNGUUQOGVKFCUCTGXKUKÏPRQT
RCTGUPQJCPGUETKVQGNNQUOKUOQUPCFCGPFKEJCUTGXKUVCUCECFÅOK-
ECUKPVGTPCEKQPCNGUUQOGVKFCUCTGXKUKÏPRQTRCTGU
'PUGIWPFQNWICTOWEJQUJCPGPVGPFKFQNCQDNKICEKÏPFGSWGNC
GPUGÍCP\CGPNCGFWECEKÏPUWRGTKQTGPIGPGTCNt[RQTVCPVQVCODKÅP
GPNCGFWECEKÏPUWRGTKQTCTVÉUVKECtUGFGDCDCUCTGPNCKPXGUVKICEKÏP
EQOQNCQDNKICEKÏPFGSWGJC[Cmás teoría en los programas de estu-
dio de los cursos que se imparten en la academia y, por tanto, que 
haya menos práctica2WGFGSWGGUVQRCTG\ECWPCXCTKCPVGFGNCRTK-
OGTCRQUKEKÏP5KPGODCTIQUWGPHQSWGUGFKTKIGUQDTGVQFQCNCFKU-
VTKDWEKÏPFGNQUEWTUQU[RQTVCPVQVCODKÅPCNCFKUVTKDWEKÏPFGNQU
RWGUVQUFGVTCDCLQGPVTGVGÏTKEQU[CTVKUVCUFGPVTQFGNCUCECFGOKCU
.QUSWGFGƂGPFGPGUVCRQUVWTCVKGPFGPCXGTWPCHWGTVGQRQUKEKÏP
GPVTGNCVGQTÉC[NCRT½EVKECGZRTGUCFCGPNCKFGCFGSWGNCKPXGUVKIC-
EKÏPPQGUTGURQPUCDKNKFCFFGNCTVKUVCUKPQFGNVGÏTKEQ'UVCRQUVWTC
RGTOKVGFKHGTGPVGUXCTKCEKQPGU*C[WPQURQEQUSWGETGGPSWGPQJC[
PKPIÖPNWICTRCTCNQUVGÏTKEQUGPNCCECFGOKCFGCTVG6CODKÅPGUV½P
los que piensan que una dosis limitada de teoría en el currículo de 
las academias de arte es un mal menor. Luego están los que creen que 
debería haber un balance entre algo de teoría y mucha más práctica. 
;GPVTGGNNQUGPEQPVTCTGOQUCNQUSWGCRTGEKCPSWGGPUWCECFGOKC
JC[CPCNIWPQUVGÏTKEQUFGFKECFQUCNCKPXGUVKICEKÏPFGOQFQSWGNC
academia se encuentre en un lugar seguro cuando le pregunten si 
GUV½NNGXCPFQCECDQCNIWPCKPXGUVKICEKÏP'UVCGUNCIGPVGSWGETGG
SWGNCCECFGOKCPGEGUKVCVGÏTKEQURQTSWGNCUCWVQTKFCFGUGURGTCP
SWGNCUCECFGOKCURTQFW\ECPKPXGUVKICEKÏP'UVCIGPVGPQGPVKGPFG

VQFCXÉCSWGNCKPXGUVKICEKÏPGUWPCTGURQPUCDKNKFCFFGNCCECFGOKC
SWGFGDGUGTTGRCTVKFCGPVTGVGÏTKEQU[CTVKUVCU[SWGRWGFGVQOCTNC
HQTOCFGRTQ[GEVQUEQOWPGUEQPOGVQFQNQIÉCUFKXGTUCUQRTQ[GEVQU
KPFKXKFWCNGUEQPOGVQFQNQIÉCUFKUVKPVCU
.QUSWGRTQRQPGPWPCXKUKÏPOCPKSWGCFGNCTGNCEKÏPGPVTGNC
VGQTÉC[NCRT½EVKECCTVÉUVKECVCODKÅPUGUKGPVGPOW[KPEÏOQFQUEQP
NCUƂIWTCUJÉDTKFCUEQOQNQUCTVKUVCUSWGFGUCTTQNNCPVGQTÉCUQNQU
VGÏTKEQUSWGFGUCTTQNNCPRT½EVKECUCTVÉUVKECU'PNCOGFKFCGPSWGGN
EQPEGRVQFGKPXGUVKICEKÏPCTVÉUVKECRGTOKVGXCNQTCTCGUVCUƂIWTCU
híbridas, se trata de un concepto al que tienen miedo todos los que 
RTGHGTKTÉCPOCPVGPGTWPCENCTCFKXKUKÏPFGNVTCDCLQCECFÅOKEQGPVTG
CTVKUVCU[VGÏTKECU%WCPFQUGVTCVCFGCTVKUVCUUKPPKPIÖPKPVGTÅURQT
NCVGQTÉCPQUÏNQRTGƂGTGPCQVTQUCTVKUVCUSWGPQVGPICPPKPIÖP
KPVGTÅURQTNCVGQTÉCUKPQSWGVCODKÅPRTGƂGTGPCEKGPVÉƂEQUUKP
PKPIÖPKPVGTÅURQTNCRT½EVKECCTVÉUVKECO½UCNN½FGWPCCFOKTCEKÏP 
KPIGPWCRQTGNIGPKQFGNQURKPVQTGUGPNWICTFGCƂNÏUQHQUUQEKÏNQIQU 
PQRQUGGGNOQPQRQNKQFGNCKPXGUVKICEKÏPFGSWGGNCTVGVCODKÅP
puede describirse como algo que posee un componente importante 
FGKPXGUVKICEKÏP[SWGGNEQORTQOKUQFGNCUCECFGOKCUEQPGN2TQEGUQ
FG$QNQPKCKORNKECWPEQORTQOKUQEQPGNFGUCTTQNNQFGKPXGUVKICEKÏP
artísticaPQKPXGUVKICEKÏPEKGPVÉƂEC#UÉSWGNCKFGCFGNCKPXGUVKIC-
EKÏPCTVÉUVKECCOGPWFQKORNKECSWGNCRT½EVKECCTVÉUVKECUGRWGFG
FGUETKDKTFGWPCOCPGTCO½UQOGPQUCP½NQICEQPNCKPXGUVKICEKÏP
EKGPVÉƂEC&GGUVGOQFQWPRTQ[GEVQCTVÉUVKEQEQOGP\CTÉCEQPNC
HQTOWNCEKÏPGPEKGTVQEQPVGZVQFGWPRTQDNGOCCTVÉUVKEQSWGTGSWKG-
TGWPCKPXGUVKICEKÏPVCPVQCTVÉUVKECEQOQVGO½VKECCEGTECFGEKGTVC
problemática que puede, o no, culminar en una obra de arte, una 
KPVGTXGPEKÏPWPCperformanceQWPCFGENCTCEKÏPEQPNCSWGGNCTVKUVC
UGRQUKEKQPCGPTGNCEKÏPCNRTQDNGOCCTVÉUVKEQKPKEKCN[UWEQPVGZVQ
#RGUCTFGNQÖVKNSWGTGUWNVGRCTCVTCVCTFGFGHGPFGTWPEQPEGRVQ
RNWTCNKUVCFGNCKPXGUVKICEKÏPJC[SWGVGPGTOWEJQEWKFCFQEQPGUVG
CTIWOGPVQCPCNÏIKEQ.CKFGCFGSWGNCKPXGUVKICEKÏPCTVÉUVKECGU
CP½NQICCNCKPXGUVKICEKÏPEKGPVÉƂECJCNNGXCFQ[CCCNIWPQUCRGPUCT
SWGGPVCNECUQFGDGTÉCOQUGXCNWCTNQUTGUWNVCFQUKPXGUVKICFQTGU
de las academias de arte de una manera análoga a como se miden 
NQUTGUWNVCFQUFGNCKPXGUVKICEKÏPEKGPVÉƂECGPNCUWPKXGTUKFCFGU 
'NEÏOQOGFKTNQUTGUWNVCFQU[GUVCDNGEGT criterios de referencia 
RCTCNCKPXGUVKICEKÏPCTVÉUVKECGPNCUCECFGOKCUXCCUGTWPCFGNCU
EQPXGTUCEKQPGUO½UCPKOCFCUGPNCUCECFGOKCUFGCTVGFWTCPVGNQU
RTÏZKOQUFKG\CÍQU
%QOQRCTVGFGGUVCFKUEWUKÏPNQUEKGPVÉƂEQU[NCUQTICPK\CEKQPGU
EKGPVÉƂECU[CJCPEQPUGIWKFQCFOKVKT[EQORTGPFGTSWGNCKPXGU-
VKICEKÏPCTVÉUVKECPQVKGPGRQTSWÅTGUWNVCTGPNKDTQU[CTVÉEWNQU
RWDNKECFQUGPTGXKUVCUGURGEKCNK\CFCUSWGCRNKSWGPNCTGXKUKÏPRQT
RCTGU*CPEQPUGIWKFQCFOKVKTSWGNCpRWDNKECEKÏPqFGNCKPXGUVK-
ICEKÏPCTVÉUVKECRWGFGCFQRVCTFKHGTGPVGUHQTOCVQUGZRQUKEKQPGU
conciertos, performancesQDTCUFGCTVGRGNÉEWNCUXÉFGQUUKORQUKQU
interdisciplinares, o… simposios sobre la interdisciplinariedad. 
2CTCNCUCECFGOKCUGNTGUWNVCFQFGGUVCUEQPEGUKQPGUHWGCNRTKP-
EKRKQNCXCNQTCEKÏPGWHÏTKECFGNCKPETGÉDNGXCTKGFCFFGTGUWNVCFQU
FG KPXGUVKICEKÏPCTVÉUVKECSWGRWGFGPRTGUGPVCTGHGEVKXCOGPVG
en forma de exposiciones, conciertos, performances, obras de arte, 
RGNÉEWNCU[XÉFGQURTQFWEKFQURQTUWUCNWOPCUQRTQHGUQTCU'PWP
UGPVKFQRWTCOGPVGEWCPVKVCVKXQCNWVKNK\CTGUVGEQPEGRVQCORNKQFG 
pRWDNKECEKQPGUqJCUVCNCUCECFGOKCUO½URGSWGÍCUUGGPEQPVTCTQP
EQPSWGNGTGUWNVCDCOW[H½EKNUWRGTCTCNCUITCPFGUWPKXGTUKFCFGU
GPEWCPVQCNPÖOGTQFGpRWDNKECEKQPGUq
5KPGODCTIQRWGFGSWGNCUKIWKGPVGHCUGFGNCFKUEWUKÏPGPNC
que parece que estamos ahora, traiga menos razones para la euforia. 
#JQTCUGRGFKT½CNCUCECFGOKCUPQUÏNQSWGEWGPVGPUWURWDNKEC-
EKQPGUCTVÉUVKECUUKPQVCODKÅPSWGEQPƂIWTGPWPCECVGIQTK\CEKÏP
de diferentes tipos de publicaciones artísticas, unas categorías a las 
SWGUGT½PGEGUCTKQCVTKDWKTWPRGUQFKHGTGPVGUGIÖPUWKORQTVCPEKC
RCTCNCEQOWPKFCFFGKPXGUVKICFQTGUCTVÉUVKEQUFGWPOQFQCP½NQ-
IQCEQOQUGGXCNÖCPNCURWDNKECEKQPGUEKGPVÉƂECUUGIÖPUGJC[CP
RWDNKECFQGPTGXKUVCUFGECVGIQTÉC#$Q%'UVGPWGXQFGUCTTQNNQFGN
FGDCVGUGTÉCVCPRTQDNGO½VKEQRCTCNCKPXGUVKICEKÏPCTVÉUVKECEQOQ[C
NQNNGXCUKGPFQJCEGVKGORQRCTCNCUJWOCPKFCFGU
'PNCOGFKFCGPSWGGNTGEQPQEKOKGPVQQƂEKCNFGNCKPXGUVKICEKÏP
CTVÉUVKECUGJCICFGRGPFGTFGNCCEGRVCEKÏPRQTRCTVGFGNQUKPXGUVK-
ICFQTGUFGWPQUETKVGTKQUCDUWTFQUEQPNQUSWGGXCNWCTUWUTGUWNVCFQU
KPXGUVKICFQTGUFKUHTC\CFQUFGCPCNQIÉCUFGNCKPXGUVKICEKÏPEKGPVÉ-
ƂECFGOQFQSWGUGCLWUVGPCNCUEKGPEKCUPCVWTCNGURGTQPQCNCU 
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[IGPVGFGGUVWFKQUEWNVWTCNGUSWGEQPUVCPVGOGPVGCXGTIØGP\CPC
NQUIGPKQUEQPUWUEQPVTKDWEKQPGUFKUEWTUKXCUCNQURTQ[GEVQUCTVÉU-
ticos, que parecen oponerse, implícita o explícitamente, al tipo de 
estética en la que ellos creen.
%TGQSWGNQO½UHTWEVÉHGTQGUVGPGTVGÏTKEQUGPNCCECFGOKCSWG
RQUGCPWPXGTFCFGTQKPVGTÅURQTNCUCTVGUPQEQOQWPVGOCFGGUVW-
FKQEKGPVÉƂEQtEQOQRQFTÉCUGTGNECUQRCTCNQUJKUVQTKCFQTGUFGN
CTVGQNQUVGÏTKEQUFGNCTVGtUKPQEQOQWPOGFKQFGEQOWPKECEKÏP
QGZRTGUKÏPFGRGPUCOKGPVQUTGƃGZKQPGUGVE'UVQ[EQPXGPEKFQFG
SWGNCUGZRQUKEKQPGURQTGLGORNQPQUQPGNRTKXKNGIKQGZENWUKXQFG
los artistas o los comisarios. Del mismo modo que los artistas tie-
PGPVQFQGNFGTGEJQFGNOWPFQCGUETKDKTNKDTQUNCUƂNÏUQHCUVKGPGP
todo el derecho del mundo a montar exposiciones, participar en 
performances[EQPEKGTVQUCEQNCDQTCTGPRGNÉEWNCUQXÉFGQU[PQUÏNQ
como adláteres, sino afrontando el proyecto como un modo perfec-
VCOGPVGNGIÉVKOQFGRTGUGPVCTUWKPXGUVKICEKÏP%TGQSWGNCUCEC-
FGOKCUFGDGTÉCPCUWOKTGNRTQEGUQFGCECFGOK\CEKÏPEQPOWEJC
seguridad en sí mismas, podrían interpretar el proceso como la obli-
ICEKÏPFGSWGNCUWPKXGTUKFCFGUCRTGPFCPFGNQUCODKGPVGUGZRGTK-
OGPVCNGUSWGIGPGTCPNCUCECFGOKCU3WÅUWEGFGTÉCUKGUVGRTQEGUQ
FGCECFGOK\CEKÏPGPNWICTFGUWRQPGTNCQDNKICEKÏPFGSWGNCUCEC-
FGOKCUFGCTVGUGEQPXKGTVCPGP
CNIQRCTGEKFQCNCUWPKXGTUKFCFGU
UWRWUKGTCNCQDNKICEKÏPFGSWGNCUWPKXGTUKFCFGUUGEQPXKGTVCPGP 

CNIQRCTGEKFQCNCUCECFGOKCUFGCTVG!%QOQ[CJGFKEJQGPQVTCU
ocasiones, yo estoy completamente en contra de la idea de que un 
FQEVQTCFQGPCTVGUKIPKƂSWGSWGWPCTVKUVCVKGPGSWGGUETKDKTWPC
VGUKU'PNWICTFGGNNQOGIWUVCTÉCXGTCWPƂNÏUQHQRTQFWEKTWPC
RGNÉEWNCRCTCQDVGPGTWPFQEVQTCFQGPƂNQUQHÉC
2QT UWRWGUVQ GUVG VKRQFG KFGCUXCGPEQPVTCFG NC VGPFGPEKC
reaccionaria a re-disciplinar o re-instalar fronteras claras entre las 
FKUEKRNKPCU'UEKGTVQSWGJGOQUGUVCFQEQPFWEKGPFQFGOCUKCFQ
T½RKFQGUGKPVGTOWNVKETQUVTCPU'WTQRC'ZRTGUU!0QNQETGQ%TGQ
SWGJGOQUFGUVTWKFQNCÖNVKOCDCTTGTCGUCSWGUGRCTCDCCNCTVKUVC
FGNVGÏTKEQ5KGNCTVG[NCVGQTÉCUGEQPUKFGTCPFKHGTGPVGUIÅPGTQU 

GPCODQUUGPVKFQUFGNCRCNCDTCFGPVTQFGNCCECFGOKCCEVWCNEQP
UWFKXKUKÏPRTQVGEEKQPKUVCFGNVTCDCLQGPVTGCTVKUVCU[VGÏTKEQUJC
llegado el momento de aplicar algo de gender bending académico.
.CHQTOCEKÏPFGWPFKUEWTUQUQDTGNCKPXGUVKICEKÏPCTVÉUVKECNQU
OÖNVKRNGUHQTOCVQURCTCNCRTGUGPVCEKÏPFGNCKPXGUVKICEKÏPSWGUG
XWGNXGPCEGRVCDNGUITCEKCUCGUVGFKUEWTUQNCUTGFGUFGKPUVKVWEKQPGU
GFWECVKXCU[CTVÉUVKECUSWGFKUGOKPCPFKEJQFKUEWTUQNCUCNKCP\CU
que comienzan a formarse con secciones y representantes de las 
JWOCPKFCFGUGPNCWPKXGTUKFCFVQFQGNNQRQFTÉCRTQXQECTGNƂPCN
FGNCJGIGOQPÉCFGNCUEKGPEKCUPCVWTCNGUSWGTGUWNVCGXKFGPVGGP
GNFQOKPKQFGUWXCNQTK\CEKÏPGZVTGOCFCOGPVGTGFWEEKQPKUVCFG
NQUTGUWNVCFQUKPXGUVKICFQTGUFGNQUSWGFGRGPFGGPITCPOGFKFC 
NCFKUVTKDWEKÏPFGNQUHQPFQUFGFKECFQUCNCKPXGUVKICEKÏP5KITCEKCU
CNCUCNKCP\CUGUVTCVÅIKECUGPVTGKPXGUVKICFQTGUFGPVTQ[HWGTCFGNCU
instituciones, se destruye la hegemonía natural de las ciencias natu-
TCNGUCWPSWGUGCFGHQTOCKPXQNWPVCTKCGPVQPEGUVGPFTGOQUWPC
DWGPCTC\ÏPRCTCCRTGEKCTGN2TQEGUQFG$QNQPKCGNJGEJQFGSWG
RQUGGNCGZVTCÍCECRCEKFCFFGFGTTQVCTUGCUÉOKUOQ
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.CURTGIWPVCUSWGUGPQUJCKPXKVCFQCEQPUKFGTCTOGRCTGEGPKORQT-
tantes, ya que, ni se limitan a considerar “los problemas del arte” 

CNIQSWGUGJCXWGNVQJCDKVWCNPKUGEGPVTCPGPPWGUVTCUOGVQFQ-
NQIÉCUHCXQTKVCU
CWPSWGÅUVCUUGJCICPKPGNWFKDNGUGPNWICTFGGNNQ
demandan que hagamos frente a la matriz social e institucional 
GPNCSWGNCURT½EVKECUETÉVKECUUGNNGXCPCECDQ
[CUGVTCVGFGCTVG 
VGQTÉCFGNCTVGQGPTGCNKFCFEWCNSWKGTQVTQECORQFGEQPQEKOKGPVQ 
De los asuntos que se nos presentaron para debatir, dos fueron los 
SWGECRVCTQPOKCVGPEKÏPUKGNIKTQJCEKCNCRQUVFKUEKRNKPCTKGFCF
realmente se ha enfrentado a las cuestiones sociales y políticas que 
KPKEKCNOGPVGOQVKXCTQPUWGOGTIGPEKC[UKGURQUKDNGTGUKUVKTUGCN
cerramiento de estas ambiciones iniciales de la transdisciplinariedad. 
'PGUGPEKCUGPQURKFGSWGTGƃGZKQPGOQUUQDTGNQCEQPVGEKFQFGUFG
el giro hacia prácticas teorizadas en las artes y las humanidades que 
VWXQNWICTGPNQUUGVGPVC[NQUQEJGPVCQO½UGURGEÉƂECOGPVGFGUFG
el auge de la “teoría del arte”. Tomando una serie de instantáneas 
FGNCJKUVQTKCFGNCVGQTÉCETÉVKEC
[FGNCVGQTÉCFGNCETÉVKECNKVGTCTKC 
trataré de argumentar que las aspiraciones transdisciplinares 
resultan inextricables de las tradiciones y los legados de la crítica 
GOCPEKRCFQTCCUÉEQOQFGNQUFGUGQUFGTGEQPƂIWTCTNCVQVCNKFCF
social. Que la crítica o el espíritu de la “criticalidad” social tengan 
un futuro políticamente efectivo, es decir, que estén a la altura de las 
GURGTCP\CUSWGKPXQECDCNCETÉVKECTCFKECNFGRGPFGT½FGNCXQNWP-
tad que exista, por parte de aquellos que estén comprometidos con 
tales proyectos, para reconocer que la mera adherencia a la crítica 
TGUWNVCKPUWƂEKGPVG'PNWICTFGGNNQOGIWUVCTÉCRTQRQPGTSWG
TGEQTF½TCOQUNCHWGT\CFGWPOQFQFGETÉVKECFKUVKPVKXQGPVGPFKFQ
EQOQUQEKCNOGPVGRTQEGUWCN[RTCZKCN
CWPSWGKPENWUQJCEKÅPFQNQ
UÏNQEQPUGIWKTGOQUWPCRTGEQPFKEKÏPFGUWGHGEVKXKFCFGPNWICTFG
UWICTCPVÉC'NEQORTQOKUQEQPGNCTVG[NCETÉVKECPQUEQPFWEGO½U
allá de los límites disciplinares.
Sin duda, muchas de las ambiciones iniciales de la cros-, mul-
ti-, inter- o trans-disciplinariedad se han institucionalizado en el 
ámbito de la teoría del arte o del teorizar la propia práctica, hasta 
GNRWPVQFGSWGJQ[GPFÉCGPNCGPUGÍCP\CCTVÉUVKECFGN4GKPQ
7PKFQGNpCTVGqUGJCXWGNVQEQGZVGPUKXQEQPNCpRT½EVKECETÉVKECq
Hoy los y las estudiantes aprenden un conjunto de lecciones básicas 
[EQPVTCKPVWKVKXCUEQOQRCTVGGUVCPFCTK\CFCFGUWGFWECEKÏPGP
NCWPKXGTUKFCFQGPNCUGUEWGNCUFGCTVG6CODKÅPUGJCGZRCPFK-
do el énfasis burocratizado en las “habilidades críticas”, que ahora 
aparecen incluso como puntos de referencia en los estándares uti-
NK\CFQURCTCGXCNWCTNQUGUVWFKQUFGITCFQ
[SWGEQOQJCUKFQ
CXCP\CFQGPQVTQUOQOGPVQUFGGUVGNKDTQKPVGTUGEEKQPCPEQPNC
EQPEGREKÏPFGpKPXGUVKICEKÏPqGPQVTQUNWICTGUFGNC7PKÏP'WTQRGC
DCLQGNKORCEVQFGNCEWGTFQFG$QNQPKC&GPKITCTGNKORCEVQGPGN
arte del pensamiento crítico per se y suspirar por formas más anti-
guas de abordar los estudios artísticos, demostraría una enorme 
GUVTGEJG\FGOKTCU&WTCPVGNCUFQUÖNVKOCUFÅECFCUJCJCDKFQ
[CUWƂEKGPVGUEQPITGUQUQTICPK\CFQURCTCTGWPKTCNQUSWGRTGVGP-
FÉCPFKUOKPWKTGNKORCEVQFGNCpVGQTÉCqRWGUNCXGÉCPEQOQWPC
KPVTWUCPQDKGPXGPKFCGPGNECORQFGNCTVG/KUQDUGTXCEKQPGUUQDTG
NCKPUVKVWEKQPCNK\CEKÏPFGNCETÉVKEC[NCVGQTÉCPQRTGVGPFGPEWGU-
VKQPCTNCRTGUGPEKCFGNCpVGQTÉCqGPNCGFWECEKÏPCTVÉUVKEC[ETGQ
SWGNCCFSWKUKEKÏPFGCNIWPCUKFGCUEQPVTCKPVWKVKXCUGPNCWPKXGT-
UKFCFUKIWGVGPKGPFQUWXCNQT/½UDKGPUGVTCVCFGTGEQPQEGTEÏOQ
ciertas ambiciones críticas han quedado instrumentalizadas en las 
GE4AF7<F6<C?<A4E<8747"
GBG4?<747"6EÏG<64
Gail Day 
2TQHGUQTCGPNC(CEWNVCFFG$GNNCU
#TVGU*KUVQTKCFGN#TVG['UVWFKQU
%WNVWTCNGUFG NC7PKXGTUKFCFFG
Leeds. Asimismo, es una de las 
organizadoras del seminario de 
KPXGUVKICEKÏPMarxism in Culture 
del Institute of Historical Research 
de Londres. Sus textos han apare-
EKFQGPTGXKUVCUEQOQGNOxford Art 
Journal 
FGNSWGHWGGFKVQTCThird 
Text y Radical Philosophy5WÖNVKOQ
libro Dialectical Passions: Negation in 
Postwar Art Theory, fue publicado 
RQT%QNWODKC7PKXGTUKV[2TGUUC
ƂPCNGUFGN
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turas y tipos de prácticas, procesos o relaciones laborales. La com-
RCTCEKÏPFG5KGIHTKGF-TCECWGTFGN(QTFKUOQ[GN6C[NQTKUOQEQPGN 
“ornamento de masas” de las Tiller Girls sería un buen ejemplo tem-
prano de esta tendencia. Las fascinantes ideas de Herbert Marcuse 
UQDTGNCUWDNKOCEKÏP[NCFGUWDNKOCEKÏPUGTÉCPQVTQ#NIWPQUGLGO-
RNQUO½UTGEKGPVGURQFTÉCPTGEQPQEGTEKGTVQUCVTKDWVQUSWGUKVÖCPCN
arte junto al “trabajo inmaterial”, o localizan una serie de técnicas 
o habilidades que el arte comparte con el management contemporá-
PGQEQOQNCKFGPVKƂECEKÏPFGRT½EVKECUCTVÉUVKECUTGNCEKQPCNGUEQPGN
TGSWKUKVQOQFGTPQFGRTQFWEKTVTCDCLCFQTGUpFKCNÏIKEQUqEQPDWGPCU
JCDKNKFCFGUCHGEVKXCU[ECRCEKFCFFGGUVCDNGEGTTGFGUFGEQPVCEVQU

#NIWPCUFGNCURTGIWPVCUSWGUGRTGUGPVCTQPCNQUEQPVTKDW[GPVGU
CGUVGXQNWOGPRQFTÉCPRCTVKTFGGUVCRTGOKUC#NVGTPCVKXCOGPVG
se establece una homología entre la forma estética y las formas-
XCNQTFGNECRKVCNtRQTGLGORNQGNFKPGTQGNXCNQTFGKPVGTECODKQ
GNECRKVCNƂPCPEKGTQQƂEVKEKQtVTCVCPFQFGGUVCDNGEGTNCEQPGZKÏP
CPKXGNFGNQURTKPEKRKQUO½UCDUVTCEVQUUQDTGNQUSWGUGCRQ[CGN
ECRKVCN
CSWÉRGPUCOQUGPCNIWPCUFGNCUQDTCUFG#FQTPQ[(TGFTKE
,COGUQPEQOQRCTVKEWNCTOGPVGKPƃW[GPVGU
Todas estas posturas proyectan —en mayor o menor medida— 
NCPCTTCVKXCFGWPGPECTEGNCOKGPVQUQEKCNECFCXG\OC[QTQFG
WPCETGEKGPVGUWLGEKÏPCHWGT\CUJGVGTÏPQOCU*C[VQFCWPCUGTKG
de entramados TGEQPQEKDNGUSWGUGWVKNK\CPRCTCGNNQ2QTGLGORNQ 
“material” queda sustituido por “inmaterial” o es “desmaterializado”; 
NCNKDGTVCFFCRCUQCUWUWRTGUKÏPNQUpQDLGVQUq[NCUpEQUCUqEGFGP
UWEGPVTCNKFCFCNCUpTGNCEKQPGUqQCNCpTGNCEKQPCNKFCFqGNXCNQTFG
WUQUGTKPFGCNXCNQTFGKPVGTECODKQ
[CNECRKVCNƂEVKEKQNQUPÖENGQU
EGPVTCNGUSWGFCPpRGTKHGTKCNK\CFQUqQpXCEKCFQUq
QRQTNQOGPQU
GUQPQUEWGPVCP0QUGVTCVCFGSWGGUVCUPCTTCVKXCUPQVGPICP
HWPFCOGPVQ'NRTQDNGOCGUO½UDKGPSWGHWPEKQPCPGPWPCUQNC
FKTGEEKÏPUKORNKƂECPFQVCPVQNCJKUVQTKCEQOQNCUVGPFGPEKCUINQ-
DCNGUCEVWCNGUCFGO½UFGSWGNGGPEKGTVQURCUCLGUENCXGFGNCVGQTÉC
de la sociedad de la mercancía de Marx de forma completamente 
WPKNCVGTCN#RGUCTFGNFGLGCPVKVGNGQNÏIKEQ[CPVKJKUVQTKEKUVCSWG
EQORCTVGPNCOC[QTÉCFGGUVCURQUVWTCUUWUPCTTCVKXCURQUGGPUKP
GODCTIQWPCVGNGQNQIÉCKORNÉEKVC.NCOCNCCVGPEKÏPSWGCOGPW-
do, se conciben habitando el momento posterior a una caída, anhe-
lando un momento en el que consideran que el arte era “libre” o, 
por lo menos, “más libre” de lo que es hoy en día; un momento 
que se suele situar antes del auge del capitalismo o en sus prime-
TQUGUVCFKQU
CUQEKCFQRQTGLGORNQEQPGNpECRKVCNKUOQlaissez-faire” 
o “liberal” del siglo XIX;QFWFQSWGGUGOQOGPVQFGOC[QTNKDGT-
tad jamás existiera. A pesar de que la mayoría de autores y autoras 
UGFGFKECPCFGUEWDTKTRQTFQSWKGTNCKODTKECEKÏPFGNCTVGEQPGN
capital, no sería descabellado defender que hoy el arte está en el 
OQOGPVQO½UETÉVKEQGPGNSWGJCGUVCFQLCO½U. Quizás no debería sor-
RTGPFGTFGNVQFQSWGLWPVQCNCpKPEQTRQTCEKÏPqFGNCTVGGPNCU
instituciones del capital, también encontremos negaciones de esa 
CUKOKNCEKÏP6CN[EQOQGN/CPKƂGUVQ%QOWPKUVCFGLÏENCTQGP
el capitalismo debería entenderse de forma dialéctica, ofreciendo 
tJKUVÏTKECOGPVGJCDNCPFQtPWGXCUNKDGTVCFGULWPVQCPWGXCUTGU-
VTKEEKQPGU'PUÉPVGUKUNQSWGNCOC[QTRCTVGFGNCUPCTTCVKXCUETÉVK-
ECUJCPJGEJQGUGUEKPFKTWPCRCTVGFGGUVCFKCNÅEVKEC'PRCTVKEWNCT
JCPEQTVCFQNQUCURGEVQUGOCPEKRCFQTGUFGNCECRCEKFCFFGCEEKÏP
humana, incluso cuando tratan de defender, y apelar a, el discur-
UQFGNCGOCPEKRCEKÏP.QSWGGUO½UGUVQUVGÏTKEQUEQPVGORQT½-
PGQUTCTCXG\TGƃGZKQPCPUQDTGUWURTQRKCURQUKEKQPGUFGPVTQFGNCU 
GUVTGEJCUCPVKCODKEKQPGUFGOGFKQU[ƂPGUFGNECRKVCNKUOQOQFGT-
PQ'NRTQEGUQFGKPUVKVWEKQPCNK\CEKÏPJCQEWTTKFQGPITCPOGFKFC
bajo el mandato del neoliberalismo, proporcionando técnicas para 
GPVTGPCTCPWGXQUUWLGVQUINQDCNGU
WPCENCUGOGFKCNKDGTCNK\CFC
EW[QRCRGNGUGNFGCFOKPKUVTCTNQUCURGEVQURÖDNKEQURTQFWEVKXQU
[CHGEVKXQUFGNCUQEKGFCF.QSWGGUO½UVCN[EQOQGNVGÏTKEQ
NKVGTCTKQ2CWNFG/CPCNGIÏGPUWFÉCNCpTGUKUVGPEKCCNCVGQTÉCqUG
GPVKGPFGOGLQTPQEQOQGNOKGFQSWGVKGPGCNIWPQUCNCKPXGUVKIC-
EKÏPVGÏTKECUKPQEQOQGNRTQ[GEVQHWPFCOGPVCNFGNCRTQRKCVGQTÉC
NCTGUKUVGPEKCCNCVGQTÉCGUNCFGƂPKEKÏPFGNCRTQRKCVGQTÉC1.
II
Al tiempo que se reconoce el contexto neoliberal de la instituciona-
lidad de la teoría del arte y la práctica crítica, es muy importante 
GXKVCTTGFWEKTVQFQNQEQPEGTPKGPVGCNCTVGCEVWCNCWPTGƃGLQFGN
OGTECFQPGQNKDGTCN'UVGGPHQSWGUGJCEQPXGTVKFQGPWPCQTKGPVC-
EKÏPJCUVCEKGTVQRWPVQRTGFQOKPCPVGGPNQUGUVWFKQUETÉVKEQUUQDTG
CTVG0QJC[PKPIWPCGUECUG\FGCEVKXKFCFGUETÉVKECUtPKGPVTGNQU
artistas, ni entre los escritores— y, sin embargo, seguimos escuchan-
FQCTIWOGPVQUSWGFKEGPSWGXKXKOQUGPWPOWPFQEQORNGVCOGPVG
mercantilizado en el que la práctica crítica del arte es poco más que 
una capa de barniz para los intereses del mercado. Creo que esta 
NÉPGCFGETÉVKECUGJCXWGNVQFGOCUKCFQRQEQUWVKNRQEQFKHGTGPEKCFC 
NCVGPFGPEKCGUXGTVQFQUNQUCURGEVQUFGNCRTQFWEEKÏPCTVÉUVKECPQ
COCVGWTEQOQVTC\CFQUEQPGNOKUOQRKPEGN'ZKUVGPFKHGTGPVGU
XCTKCEKQPGUFGGUVGCTIWOGPVQSWGGPNCRT½EVKECUGUWGNGPEQODK-
nar y que me gustaría esbozar aquí en términos esquemáticos.
'NRTKOGTQFGGUVQUGPHQSWGUVKGPGSWGXGTEQPNCCUQEKCEKÏPFGN
arte conGNRQFGT[CUGVTCVGFGNRQFGTFGNQUPGIQEKQUQFGNCUGEEKÏP
FGNCGEQPQOÉCEQPQEKFCEQOQNCUKPFWUVTKCUETGCVKXCU'UVGCDQTFCLG
RWGFGEGPVTCTUGGPHGPÏOGPQUEQOQGNRCRGNFG%JCTNGU5CCVEJK 
RQTGLGORNQQNCHQTOCGPSWGGNCTVGHWPEKQPCEQOQXGJÉEWNQFG
GURGEWNCEKÏPƂPCPEKGTC'UVGTGNCVQFGNCKPEQTRQTCEKÏPFGNCTVG
VKGPFGCUGTUQEKQNÏIKEQGPNQUOGLQTGUECUQURGTQNQGPEQPVTCOQU
más frecuentemente en el periodismo populista que adopta un 
VQPQOQTCNKUVC
UKPRGTFGTRQTGNNQUWHCUEKPCEKÏPRQTNCFKOGP-
UKÏPFGHCOQUGQFGNOWPFQFGNCTVG27PCXCTKCDNGFGGUVGCTIW-
OGPVQETKVKECCNCTVGEQOQGUHGTCFGNRTKXKNGIKQRQPKGPFQÅPHC-
UKUGPWPCOCPGTCFGGPVGPFGTGNCTVGEQOQWPCCRTQRKCEKÏPdel 
poder. Basándose en la sociología de los museos elaborada por 
2KGTTG$QWTFKGWGUVGGPHQSWGtSWGVCODKÅPUWGNGUGTOQTCNKUVCt 
RKGPUCGPNCKORNKECEKÏPEQPGNCTVGEQOQNCCFSWKUKEKÏPFGWPC
pFKUVKPEKÏPqEWNVWTCNNCQUVGPVCEKÏPFGpECRKVCNUKODÏNKEQq1VTC
PCTTCVKXCFKHGTGPVGKFGPVKƂECGNCTVGEQPNCOGTECPEÉCCWPPKXGN
O½UEQPUVKVWVKXQ5WCDQTFCLGGUOGPQUpUQEKQNÏIKEQq[GUV½O½U
imbuido por los discursos políticos de la teoría crítica, basándose 
UQDTGVQFQGPNCKFGCFGEQUKƂECEKÏPFG)GQTI.WM½EU2CTVKGPFQ
FGEQPEGRVQUEQOQGNpGURGEV½EWNQq
FG)W[&GDQTF[NCpKPFWU-
VTKCEWNVWTCNq
FG6JGQFQT#FQTPQ[/CZ*QTMJGKOGTGUVGCDQT-
FCLGUWGNGEGPVTCTUGGPGNEQPVTQNECFCXG\O½UITCPFGFGNECRKVCN
UQDTGVQFQUNQUCURGEVQUFGNCXKFCUQEKCN[RUÉSWKEC5WVQPQGUO½U
VGÏTKEQ[COGPWFQSWGFCECTCEVGTK\CFQRQTWPFGLGOGNCPEÏNKEQ
7PCXGTUKÏPO½UHWGTVGFGGUVGGPHQSWGGPNCOGTECPEÉCVCODKÅP
RCTVGFG.WM½EU
[)GQTI5KOOGNGKFGPVKƂECRCTCNGNKUOQUWJQOQ-
logías entre aspectos de la cultura y ciertas características sociales 
FGNECRKVCNKUOQ'ZKUVGPFQUVGPFGPEKCURTKPEKRCNGUFGPVTQFGGUVC
RQUVWTCJQOQNQICFQTCNCRTKOGTCKFGPVKƂECJQOQNQIÉCUGPVTGEWN-
2CWNFG/CPp6JG4GUKUVCPEGVQ6JGQT[qGP
The Resistance to Theory/KPPGCRQNKU7PKXGTUKV[
QH/KPPGUQVC2TGUURR
.CpƂGUVCFGNCTVGq=arty party], como ha lla-
mado Hal Foster a sus tendencias más “relacio-
PCNGUqVKGPGGZRQUKEKQPGURCVTQEKPCFCU[XKPQ
y canapés proporcionados por las corporacio-
PGUFGNECRKVCNOWNVKPCEKQPCN2GTQGUVCpƂGUVC
FGNCTVGqUGRWGFGXGTEQOQCNIQO½USWGCWVQ
EQORNCEGPEKCUQEKCN[OKQRÉCVCODKÅPUKTXG
para metaforizar el espacio que separa a, por 
un lado, un conjunto de aspiraciones y deseos 
UQEKCNGU[RQTGNQVTQUWKPGƂECEKCUQEKCN
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sobre las “artes y las humanidades”. Si el giro a la teoría se asocia 
ahora con la creciente prominencia académica del estructuralismo 
y el post-estructuralismo, es importante reconocer que inicialmen-
VGXKPQEQPHQTOCFQRQTVQFCWPCUGTKGFGFGUCTTQNNQUFKHGTGPVGU
Aunque hoy se trate como poco más que parte del “contexto” de los 
UGUGPVCQLWGIWGGNRCRGNFGWPOGFKCFQTGXCPGUEGPVGGPGUVQUFGUC-
TTQNNQUNCPWGXCK\SWKGTFCHWGGPVQPEGURCTVKEWNCTOGPVGTGNGXCPVG7. 
Sin duda, se podía decir que la apertura intelectual había comen-
\CFQ[CCPVGUGPNCÏTDKVCFGWPCURT½EVKECUFGK\SWKGTFCUCPVG-
riores, pero éstas normalmente quedaban marginadas; por lo 
general poseían unas relaciones con las instituciones académi-
cas muy frágiles y eran tratadas como si intentaran de introdu-
cir en ellas factores externos al estudio de los objetos artísticos. 

#SWÉRQFTÉCOQURGPUCTRQTGLGORNQGPNQURTKOGTQUOQOGPVQUFG
NCJKUVQTKCUQEKCNFGNCTVG.QUKPVGNGEVWCNGUFGNCPWGXCK\SWKGTFC
EQPUQNKFCTQP[GZRCPFKGTQPGUVCUKPKEKCVKXCU[GP)TCP$TGVCÍC
RQTGLGORNQtFQPFGUWCRCTKEKÏPEQKPEKFKÏEQPNCGZRCPUKÏPFGN
UGEVQTWPKXGTUKVCTKQ[NCVTCPUHQTOCEKÏPFGNCGFWECEKÏPCTVÉUVKECt 
EQPUKIWKGTQP VGPGTWP KORCEVQ UQDTG NC KPUVKVWEKÏP2GPUGOQU 
por ejemplo, en las tendencias más politizadas dentro del arte 
conceptual; en la teoría neo-brechtiana en el cine y la fotografía; en 
NQUGPHQSWGUUQEKQJKUVÏTKEQUOCTZKUVCU[HGOKPKUVCUFGNCTVGSWGUG
desarrollaron durante los setenta; en el auge de los estudios cultu-
TCNGU
EW[QUQTÉIGPGUGPGN4GKPQ7PKFQUGTGOQPVCPCNC9QTMGToU
'FWECVKQP#UUQEKCVKQPFGNQUCÍQUEKPEWGPVC[CNCUKPKEKCVKXCUFG
ƂIWTCUEQOQ4C[OQPF9KNNKCOU['26JQORUQP0QGUÅUVGGN
momento de detenernos en estos acontecimientos —aunque su his-
VQTKCVQFCXÉCGUV½RQTGUETKDKT8— pero deberíamos apuntar que cada 
uno de ellos parecía representar una ruptura con el sentido de dis-
EKRNKPCJCUVCGPVQPEGUCEGRVCFQPQTOCNOGPVG'NCTVGEQPEGRVWCN
RQNÉVKEQRTQDNGOCVK\ÏNCURTGVGPUKQPGUFGNCTVGFGRQUGGTWPCCWVQ-
PQOÉCCWVQTTGƃGZKXCNCUOÖNVKRNGUUGFGUFGNCHQVQITCHÉCTQORKÏEQP
los habituales contenedores institucionales; los enfoques críticos y 
UQEKCNGUtSWGQƂEKCNOGPVGUGEQPUKFGTCDCPpGZVGTPQUqCNOGQNNQ
TGCNFGNGUVWFKQFGNCTVGtVTCPUHQTOCTQPNCJKUVQTKCFGNCTVG'PNQU
términos disciplinares del momento, el “afuera” estaba metiéndose 
pFGPVTQq.QUGUVWFKQUEWNVWTCNGUJKEKGTQPCRQNQIÉCFGNCRTQFWEEKÏP
de conocimiento y de los espacios del conocimiento que se encon-
traban fuera del alcance de los programas de estudio existentes. 
'UVQUFGUCTTQNNQUUWRWUKGTQPNCFKUGOKPCEKÏPt[UGRQFTÉCFGEKTSWG
VCODKÅPNCCECFGOK\CEKÏPtFGNCUKFGCUFGNCPWGXCK\SWKGTFC
.CPWGXC K\SWKGTFCTGQTKGPVÏ NCU LGTCTSWÉCU[ NCCTSWKVGEVWTC
de la disciplinariedad moderna tal y como se había establecido a 
OGFKCFQUFGNUKINQXGKPVG'PUWUHQTOCUO½UGZVGPFKFCUCNKOGPVÏ
NCCURKTCEKÏPFGTQORGTEQPNCGURGEKCNK\CEKÏPFKUEKRNKPCTDWUECPFQ
maneras de dirigir estas prácticas “disciplinares” hacia otras prác-
VKECUEWNVWTCNGU
RQTGLGORNQTGNCEKQPCPFQNCUCTVGUXKUWCNGUEQPNC
teoría del cine o la literatura, hibridando técnicas, saberes y proce-
FKOKGPVQU2CTCCNIWPQUGUVQUKIPKƂECDCGXCFKTNCXKUKÏPOKQRGSWG
RTQOQXÉCPNCUFKUEKRNKPCU[CRQUVCTRQTWPCKPXGUVKICEKÏPGPTKSWG-
EGFQTC[RQTNCGZRTGUKÏPETGCVKXC2CTCQVTQUGUVQUKIPKƂECDCFGUC-
ƂCTCNQURQFGTGUKPXGUVKFQUGPNCGURGEKCNK\CEKÏPEQOQVCNNCETÉVKEC
de los protocolos disciplinares y las ideologías, así como el desarrollo 
FGOÅVQFQUCNVGTPCVKXQU
VCNGUEQOQNCKPXGUVKICEKÏPOKNKVCPVGQNC
EQKPXGUVKICEKÏPSWGUGRTCEVKEÏGP+VCNKCCRTKPEKRKQUFGNQUUGUGPVC
'UVQUWIKGTGWPCCODKEKÏPO½UHWPFCOGPVCNFKTKIKTWPCUFKUEKRNK-
PCURCTVKEWNCTGUJCEKCWPCTGCNKFCFUQEKCNO½UCORNKC'NIKTQJCEKC
HWGT\CUKPUVKVWEKQPCNGUSWGFGUETKDGP0QTOCNOGPVGNCETÉVKECTCFK-
cal emite un juicio nefasto sobre el estatus de la práctica artística al 
VKGORQSWGTGVKGPGRCTCUÉOKUOCNCHWPEKÏPETÉVKEC
WPCEQPƂCP\C
GPUÉOKUOCSWGUWIKGTGSWGUÏNQGNNCTGVKGPGCNIQFGETKVKECNKFCF
#UÉRWGURQFTÉCUGTVGPVCFQTFCTNCXWGNVCCNCRGTURGEVKXCJCDKVWCN[
decir que, al contrario de lo que indican las apariencias, son la críti-
EC[NCVGQTÉCNCUSWGXCPCNC\CICFGNCRT½EVKEC5GTÉCVGPVCFQTRQT-
SWGSWGFCTÉCOW[NKORKQRGTQUKNQRGPUCOQUDKGPGUVCpTGXGTUKÏPq 
TGUWNVCTÉCKPUWƂEKGPVG%QOQKTÅCENCTCPFQNCEWGUVKÏPIKTCT½CNTG-
FGFQTFGEKGTVCFKUVKPEKÏPGPVTGNCVGQTÉC[NCRT½EVKECUGT½WPRTQ-
DNGOCRGTQPQGUC
ECPUKPCFKUVKPEKÏPSWGUGEQTTGURQPFGEQPNCU
FKXKUKQPGUFGNVTCDCLQSWGVQFCXÉCGZKUVGPGPVTGGNGUETKDKTUQDTGCTVG
y el hacer arte.
III
2CTCNQUƂPGUFGGUVGGPUC[QOKRTKPEKRCNRTGQEWRCEKÏPPQUGT½
ni con las formas en que una transdisciplinariedad crítica ha sido 
apropiada por las instituciones del capitalismo tardío, ni con el 
OQFQGPSWGCNIWPQUCIGPVGUCPVCÍQETÉVKEQUUGJCPpXGPFKFQq
&GJGEJQVCORQEQOGEGPVTCTÅGPNCVTCPUHQTOCEKÏPFGNCKPU-
VKVWEKÏPGPWPCO½SWKPCFKP½OKECFGCWVQETÉVKECRGTOCPGPVG 

EQOQCRWPVCDCCSWGNNCXKGLCHTCUGFG6QPK0GITKFGSWGGNECRKVCN
CRTGPFKÏCNGGTDas KapitalRCTCUWRTQRKCUWRGTXKXGPEKC3. Todos 
estos asuntos son serios, pero me gustaría argumentar que el proble-
OCRWGFGGPEQPVTCTUGGPGNFGXGPKTFGNCKFGCFGETÉVKEC[EQPUKFGTCT
las limitaciones de las posturas “críticas” en sí mismas. De forma 
O½UGURGEÉƂECUWIGTKTÅSWGEKGTVCEQPFKEKÏPCRQTÅVKECTGUWNVCGPFÅ-
OKECFGNCOC[QTÉCFGOQFGNQUETÉVKEQU
CNIQSWGVCODKÅPRQFTÉCP
GPVGPFGTUGEQOQWPCNCUCWVQNKOKVCEKQPGUFGNCVGQTÉCETÉVKEC
/KGPHQSWGPQGUV½TGUVTKPIKFQCNECORQKPUVKVWEKQPCNGURGEÉƂEQ
NNCOCFQpETÉVKECFGCTVGq&GUFGNWGIQTGEQTTGTÅXCTKCUXGTUKQPGU
FGNCETÉVKECFGCTVGRGTQXCNGNCRGPCCRWPVCTSWGEWCPFQFKIQ
pETÉVKECq
QETKVKECNKFCFGVEOGTGƂGTQCÅUVCGPGNUGPVKFQO½U
CORNKQ+OOCPWGN-CPVFGƂPKÏUWVKGORQEÅNGDTGOGPVGEQOQ 
“la era de la crítica, a la que todo debe someterse”45WKPVGPEKÏP
GTCNCFGGPHTGPVCTUGCNFQIOCVKUOQTCEKQPCNKUVC
[CNGUEGRVKEKUOQ
RGTQOWEJQUJCPQRKPCFQSWGNCƂNQUQHÉCFG-CPVRGTOKVGSWGUW
momento crítico quede subsumido bajo el momento del juicio legis-
NCVKXQ
GNpVTKDWPCNq5#RCTVKTFGNCUOGVCETÉVKECUFGNCƂNQUQHÉCETÉ-
VKECFG-CPVUGFGUCTTQNNÏNCKFGCFGETÉVKECEQOQWPCJGTTCOKGPVC
GPNCDÖUSWGFCFGNCNKDGTVCFJWOCPCtEQOQRQTGLGORNQGPGN
compromiso de la teoría crítica con el proyecto sociopolítico para 
superar las relaciones sociales capitalistas o, por utilizar un ejem-
RNQO½UVGORTCPQGPNCEQPEGREKÏPFGNCFKCNÅEVKECFG-CTN/CTZ
como “una crítica descarnada de todo lo que existe”6'UVGUGPVKFQ
GOCPEKRCFQTFGNCETÉVKECUGEQPXKTVKÏGPWPCFGNCUECTCEVGTÉUVKECU
RTKPEKRCNGUFGNCCODKEKÏPVTCPUFKUEKRNKPCTQRQTFGEKTNQFGQVTC
OCPGTCNCVTCPUFKUEKRNKPCTKGFCFUGEQPXKTVKÏGPWPCGZRTGUKÏPFG
esta empresa crítica.
2WGFGSWGRCTG\ECSWGFQ[WPUCNVQOW[ITCPFGCNRCUCTFGUFGNC
crítica emancipadora a la transdisciplinariedad. Sin embargo, una 
XG\TGEQPQEGOQUGNRCRGNFGNCVGQTÉCETÉVKECRCTCNCPWGXCK\SWKGTFC
[new left?t[GNRCRGNFGNCPWGXCK\SWKGTFCGPNCUVTCPUHQTOCEKQPGU
de las disciplinas, en el fomento de la transdisciplinariedad y en 
el desarrollo del arte y la teoría cultural— este salto resulta ser 
WPRCUKVQTGNCVKXCOGPVGRGSWGÍQ%KGTVQURTQDNGOCUSWGCPVCÍQ
RCTGEÉCPRGTVGPGEGTCNCUpEKGPEKCUUQEKCNGUqVWXKGTQPWPKORCEVQ
 'N EQOGPVCTKQ FG 2GVGT 1UDQTPG FG SWG 
pGNOCTZKUOQGUGNOGFKCFQTGXCPGUEGPVGGPNC
HQTOCEKÏPFGNQUGUVWFKQUEWNVWTCNGUqGUCEGT-
VCFQ8ÅCUG2GVGT1UDQTPGPhilosophy in Cultu-
ral TheoryR'NCTIWOGPVQFGNSWGRCTVG
es la idea de que “el pragmatismo es el incons-
EKGPVGƂNQUÏƂEQFGNQUGUVWFKQUEWNVWTCNGURQUV
marxistas”, p. 9.
2CTCFQURGTURGEVKXCUVGORTCPCUCODCUEGP-
VTCFCUGPGN4GKPQ7PKFQXÅCUG(TGF1TVQP[
)TKUGNFC2QNNQEM p/GOQTKGU5VKNN VQ%QOGe
An Introduction”, Avant-Gardes and Partisans 
Reviewed/CPEJGUVGT/CPEJGUVGT7PKXGTUKV[
2TGUU[,QP$KTF[.KUC6KEMPGTThe BLOCK 
Reader in Visual Culture, Londres: Routledge, 
RRZKZKX
6QPK0GITKp-G[PGUCPFVJG%CRKVCNKUV6JGQT[
of the State post-1929”, en Revolution Retrieved. 
Selected Writing on Marx, Keynes, Capitalist Crisis 
CPF0GY5QEKCN5WDLGEVU 
VTCF25CWP-
FGTU['$QUVCPLQINW.QPFTGU4GF0QVGU
R'UVGGPUC[QHWGRWDNKECFQQTKIKPCNOGPVG
en italiano en Contropiano 1, 1968.
+OOCPWGN-CPV2TGHCEKQCNCRTKOGTCGFK-
EKÏP
#ZKPQVCƠCritique of Pure Reason, trad. 
0QTOCP -GOR 5OKVJ .QPFTGU /CEOKNNCP
1929, p. 9.
'NpVTKDWPCNqFG-CPVFGNCETÉVKECFGNCTC\ÏP
RWTCCNKPVGTTQICTNQUHWPFCOGPVQUFGNCTC\ÏP
buscaba cuestionar la supuesta legitimidad del 
pVTKDWPCNFGNCTC\ÏPqFGNQUTCEKQPCNKUVCU-CPV
Critique of Pure Reason, A 751/B 779. Véase tam-
bién, Howard Caygill, A Kant Dictionary, Oxford: 
Blackwell, 1995, p. 139.
6. Karl Marx, “Letter to Arnold Ruge”, septiem-
bre 1843, Deutsch-Französische Jahrbücher. Cf. Los 
EQOGPVCTKQUFG/CTZCNƂPCNFGUWp#HVGTYQTF
VQVJG5GEQPF)GTOCP'FKVKQPqCapitalXQN
'NÅPHCUKUGPNCETÉVKEC[NCNKDGTVCFtpNCNKDGT-
VCFRCTCJCEGTWUQRÖDNKEQFGNCRTQRKCTC\ÏPGP
todos los asuntos”— también se puede encon-
VTCTGPGNVGZVQFG-CPVp7PCTGURWGUVCCNCRTG-
IWPVCn3WÅGUNC+NWUVTCEKÏP!oq
Political 
Writings VTCF*$0KUDGV%CODTKFIG%CO-
DTKFIG7PKXGTUKV[2TGUURR5KP
embargo, Kant circunscribe su idea de libertad 
a la libertad de pensamiento religioso permiti-
da por el rey prusiano, Federico II.
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UWGÍQVTCPUFKUEKRNKPCTGPITCPRCTVGRQTSWGGZKUVGWPCVGPFGPEKC
EWCPFQUGTGNCVCEÏOQJCPGOGTIKFQNCUFKUEKRNKPCUOQFGTPCUC
UKORNGOGPVGKOCIKPCTSWGCPVGUFGNCFKXGTIGPEKCFGNEQPQEKOKGPVQ
GZKUVÉCWPCTCÉ\EQOÖPWPOQOGPVQGPGNSWGNCUCTVGUGTCPWPC
en el que éstas iban de la mano de las “artes liberales” y las huma-
nidades, en el que el estudio de las ciencias naturales resultaba 
inseparable de todas ellas y demás. Sin duda, esta “unicidad” se exa-
IGTC[UGHCPVCUGC5KPGODCTIQFGRGPFÉCFGWPCXKUKÏPFGNOWPFQ
TGNKIKQUCFGUFG[GPEQPVTCFGNCEWCNCRCTGEKÏRQTRTKOGTCXG\GN
RGPUCOKGPVQETÉVKEQ&GDGOQUUGTEWKFCFQUQUEQPEÏOQKOCIKPC-
mos la transdisciplinariedad. La fantasía de la a-disciplinariedad, 
VTCGEQPGNNCNCFKUQNWEKÏPFGNRGPUCOKGPVQETÉVKEQNCCODKEKÏPFG
NCVTCPUFKUEKRNKPCTKGFCFRQTGNEQPVTCTKQPQUÏNQFGDGEQPUGTXCTNQ
sino que su existencia depende de ello.
IV
/GIWUVCTÉCCJQTCXQNXGTOKCVGPEKÏPUQDTGWPCUGTKGFGKORQTVCP-
VGUKPVGTXGPEKQPGUGPNCEWGUVKÏPFGNCpETÉVKECqVQFCUGNNCUTGNCEKQ-
PCFCUFGCNIÖPOQFQEQPNCPWGXCK\SWKGTFC[CUGCEQOQRCTVK-
EKRCPVGURTGEWTUQTGUQJGTGFGTQUFGUWUCODKEKQPGU
JC[CNIWPQU
SWGRQFTÉCPQEWRCTXCTKQURCRGNGUCNCXG\7PCFGNCUƂIWTCUO½U
KORQTVCPVGUGPNCEQPUVTWEEKÏPFGNQUGUVWFKQUEWNVWTCNGUDTKV½PK-
EQUGNVGÏTKEQNKVGTCTKQ4C[OQPF9KNNKCOUPQUÏNQHWGHWPFCOGP-
VCNRCTCNCHQTOCEKÏPFGNCVTCPUFKUEKRNKPCTKGFCFVCODKÅPLWIÏWP
RCRGNENCXGGPNCVTCPUKEKÏPFGUFGNCXKGLCCNCPWGXCK\SWKGTFC 
p.CETÉVKECqQDUGTXCpUGJCEQPXGTVKFQGPWPCRCNCDTCFKHÉEKNq11. 
#SWÉ9KNNKCOUPQGUVCDCVTCVCPFQFGGPEQPVTCTNCpFGƂPKEKÏPqFGNC
ETÉVKECCDCUGFGDWUECTNCUTCÉEGUFGNCURCNCDTCU
GPGNUGPVKFQHQT-
OCNFGNCGVKOQNQIÉC'PNWICTFGGNNQCDQTFCNCpETÉVKECqEQOQWPC
de sus Keywords=RCNCDTCUENCXGU?WPCKPXGUVKICEKÏPUQDTGNQURTQEG-
UQUOGFKCPVGNQUSWGUGEQPUVTW[GPNCURTGOKUCUKFGQNÏIKECUEQP-
VGUVCFCUUQEKCNOGPVGGKPUETKVCUGPPWGUVTQXQECDWNCTKQ9KNNKCOU
UGTGƂGTGCFQUUKIPKƂECFQUFGNCRCNCDTCpETÉVKECqSWGCOGPWFQUG
UQNCRCP'ZKUVGWPUKIPKƂECFQEQOÖPSWGVKGPGSWGXGTEQPGPEQP-
trar defectos o censurar, y cuyo uso en inglés se remonta a prin-
cipios del siglo XVII&GURWÅUGZKUVGVCODKÅPWPCEQPPQVCEKÏPO½U
GURGEKCNK\CFCSWGUGFGUCTTQNNÏCRCTVKTFGƂPCNGUFGNUKINQXVII, en la 
que la crítica se entiende como juicio y se relaciona con los debates 
UQDTGGNIWUVQNCFKUETKOKPCEKÏP[GNEWNVKXQ'PUWUTGƃGZKQPGU 
9KNNKCOUUGÍCNCCNCCRCTKEKÏPJKUVÏTKECFGNCCEVKXKFCFFGNCETÉVKEC

CƂPCNGUFGNUKINQXVII y durante el XVIII[UWTGNCEKÏPEQPNCUCURKTC-
EKQPGUFGCWVQTKFCF[NCEQPƂCP\CGPUÉOKUOCFGWPCENCUGUQEKCN
GFWECFC[RTKXKNGIKCFC#9KNNKCOUNGRTGQEWRCGNOQFQGPSWG
ciertas declaraciones dentro de la jerarquía social pasan por alto el 
hecho de que sus juicios se apoyan en unas prácticas socialmente 
EQPUVTWKFCUGJKUVÏTKECOGPVGUKVWCFCU5KPGODCTIQUWUQDUGTXC-
EKQPGUJKUVÏTKECUUQPWPCOCPGTCFGGZRNQTCTGNUGPVKFQFGETÉVKEC
SWGJGOQUJGTGFCFQNGRTGQEWRCGURGEKCNOGPVGNCHQTOCEKÏPFG
los estudios literarios como disciplina profesional moderna en los 
CÍQUCPVGTKQTGU[RQUVGTKQTGUCNC++)WGTTC/WPFKCN(WGFWTCP-
VGGUVGRGTKQFQPQUFKEGGPUWKPVTQFWEEKÏPCKeywords, cuando 
pGNFQOKPKQFGEKUKXQFGWPCKFGCRCTVKEWNCTFGETÉVKECqUGEQPUQNKFÏ12. 
Aunque existían otras categorías que fueron reformadas o consoli-
FCFCUEQPUWWUQOQFGTPQGPGNECUQFGNCpETÉVKECqpNCHQTOCEKÏP
que subyace a este desarrollo es muy difícil de entender, pues se 
ha asentado ya en nuestras mentes de manera muy poderosa”13. 
'NCTIWOGPVQFG9KNNKCOUGUSWGGUVGEQPEGRVQFGETÉVKECUGEQPHQT-
NCVGQTÉCRQTVCPVQVCODKÅPTGRTGUGPVÏGNFGUGQFGTQORGTPQUÏNQ
EQPNCGURGEKCNK\CEKÏPFKUEKRNKPCTUKPQEQPNQUGHGEVQU[NCUWUVCP-
EKCFGNCEQUKƂECEKÏPUQEKCN2QTVCPVQNCGZRCPUKÏPOGVQFQNÏIKEC
tVQFCUGUCUDÖUSWGFCUFGOGVCNGPIWCLGUXKCDNGUtUGGPVGPFKÏFG
HQTOCO½UQOGPQUGZRNÉEKVCEQOQWPRTQDNGOCSWGVGPÉCPSWGXGT
EQPNCGOCPEKRCEKÏPJWOCPCSWGRTGVGPFÉCEQPUVTWKTWPCRQNÉVKEC
QTKGPVCFCCNCTGEQPUVKVWEKÏPFGNCUTGNCEKQPGUUQEKCNGUJWOCPCU9. 
Sin embargo, a pesar de sus solapamientos y conexiones, existía 
WPCVGPUKÏPNCVGPVGGPVTGGNFGUCHÉQCNCGURGEKCNK\CEKÏP[GNFGUCHÉQ
CNCEQUKƂECEKÏP
Se podría decir que la obra de Marx y de los mejores represen-
VCPVGUFGNCVTCFKEKÏPOCTZKUVCUKGORTGJCUKFQpVTCPUFKUEKRNKPCTq

CWPSWGWVKNK\CFQGPGUVGEQPVGZVQGNVÅTOKPQRCTGEGCPCETÏPKEQ
Aceptemos entonces que, puesto que sus recursos intelectuales 
RQFÉCPCXGEGURCTGEGTNKOKVCFQU[FGOCUKCFQGPUCODNCFQUGPNC
pGEQPQOÉCqWPQFGNQUQDLGVKXQUFGNOCTZKUOQQEEKFGPVCN[FGNC
teoría crítica ha sido el de completar a Marx con otras “disciplinas” 
QEWGTRQUFGRGPUCOKGPVQ 
CÍCFKGPFQC9GDGT5KOOGN(TGWF
5RKPQ\C.CECPGVE#EGRVGOQUVCODKÅPSWGNQURTQRKQUFGDCVGU
marxistas tienen la costumbre de bifurcarse en guerras discipli-
PCTGU
NQUGEQPQOKUVCUEQPVTCNQUƂNÏUQHQUNQUƂNÏUQHQUEQPVTCNQU
JKUVQTKCFQTGU[CUÉUWEGUKXCOGPVG5KPGODCTIQJC[RQECUEQUCU
que puedan estar a la altura de los esfuerzos del propio Marx por 
conducir su “crítica de la economía política” pensando al mismo 
VKGORQƂNQUÏƂECGJKUVÏTKECOGPVGOGFKCPFQCUÉGPVTGWPCFGNCU
FKXKUKQPGUO½UHWPFCOGPVCNGUFGNCUHQTOCEKQPGU
WQTKGPVCEKQPGU 
del conocimiento105KPGODCTIQNCVGPUKÏPGPVTGGNFGUCHÉQCNC
GURGEKCNK\CEKÏP[GNFGUCHÉQCNCEQUKƂECEKÏPUKIWGGZKUVKGPFQKPENW-
so si a uno le gustaría poder eludirla. Si reunimos a estudiosos com-
prometidos con el análisis marxista del arte: un historiador social 
JKUVÏTKECOGPVGQTKGPVCFQWPJKUVQTKCFQTUQEKCNƂNQUÏƂECOGPVG
QTKGPVCFQWPQKPƃWKFQRQTNCUQEKQNQIÉCWPƂNÏUQHQFGGUVÅVKECFG
QTKGPVCEKÏPUQEKCNGVEGVEPQUGPEQPVTCTGOQUEQPSWGGUFKHÉEKN
GPEQPVTCTCRGPCUPKPIÖPpNGPIWCLGqEQORCTVKFQCRGUCTFGSWG
UWRWGUVCOGPVGVQFQUGUVCTÉCPKPOGTUQUGPWPRTQ[GEVQEQOÖPFG
FGUCHÉQCNCEQUKƂECEKÏP.NCOCNCCVGPEKÏPJCUVCSWÅRWPVQTGUWNVC
difícil para los que están implicados en análisis políticos del arte 
RQPGTUGFGCEWGTFQUQDTGNCEQPUVKVWEKÏPQGNpNWICTqFGCNIWPCU
ECVGIQTÉCUQRGTCVKXCUHWPFCOGPVCNGUEQOQpNQUQEKCNq
'UVGECUQRCTVKEWNCTPQVKGPGPCFCFGGZEGREKQPCN.CGURGEKCNK\C-
EKÏPRTQFWEGWPQUITWRQUFGRTQHGUKQPCNGUECFCXG\O½URGSWGÍQU
XGTUCFQUGPNQUXCNQTGU[GNNGPIWCLGFGUWUFKUEKRNKPCU
GUVCGUNC
JKUVQTKCSWGCOGPWFQEWGPVCP,ØTIGP*CDGTOCU[QVTQUSWGEQO-
DKPCNCFGOCPFCFGETÉVKECMCPVKCPC[NCFGUETKREKÏPYGDGTKCPC
FGNCUGRCTCEKÏPFGNCUGUHGTCUFGNEQPQEKOKGPVQ5KPGODCTIQGN
RTQDNGOCRCTGEGVGPGTSWGXGTFGOCPGTCO½UHWPFCOGPVCNEQP
los paradigmas: no con los paradigmas cambiantes dentro de cada 
una de las disciplinas particulares, sino con los paradigmas del 
pensamiento tal y como son conformados y representados por las 
disciplinas. Así pues, mientras que la teoría del arte moderno y la 
VGQTÉCNKVGTCTKCRQFTÉCPRCTGEGTÉPVKOCOGPVGGORCTGPVCFCU
CODCU
VKGPGGPUWPÖENGQQDLGVQUEWNVWTCNGUCODCUEQORCTVGPOWEJCU
OGVQFQNQIÉCU[JCPUKFQKPƃWKFCURQTNQUOKUOQUGPHQSWGUVGÏTKEQU
el modo en que cada una de ellas aborda sus objetos y sus procedi-
mientos de estudio —sus “hábitos” y “disciplinas” de pensamiento— 
UKIWGOQUVTCPFQNQUUKIPQUFGUWUHQTOCEKQPGUJKUVÏTKECUFKUVKPVKXCU
'UV½DKGPVGPGTGUVQURTQDNGOCUGPOGPVGEWCPFQUGFGDCVGUQDTGGN
4C[OQPF9KNNKCOUp%TKVKEKUOqGPKeywords: 
A Vocabulary of Culture and Society, Londres: 
Fontana, 1976, p. 74.
9KNNKCOUp+PVTQFWEVKQPqKeywords, p. 10.
9KNNKCOUp%TKVKEKUOqKeywords, p. 75.
2QTGLGORNQGNRTKPEKRCNCVTCEVKXQFGNRUK-
coanálisis para algunos escritores a partir de 
Marcuse consistía en que parecía ofrecer for-
OCUFGGPVGPFGTPQUÏNQNCHQTOCEKÏPFGNUWLG-
to per seUKPQFGOCPGTCO½UGURGEÉƂECSWG
QHTGEÉCWPCXKUKÏPFGEÏOQNQUUWLGVQURQFÉCP
adherirse a las ideologías sociales dominantes 
[RQTVCPVQEÏOQRQFÉCPTGUKUVKTKPVGTTWORKT
QFKUQNXGTUWKODTKECEKÏPGPNCUQNFCFWTCUQEKQ
psíquica del capital.
2QTpOGFKCEKÏPqCSWÉPQUGSWKGTGFGEKT
pUWRTGUKÏPqPKpUWRGTCEKÏPq
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OÏEQOQUKUGVTCVCTCFGNTGUWNVCFQKPGXKVCDNGFGPWGUVTCUTGURWGUVCU
JCEKCGNCTVG'UVCPCVWTCNK\CEKÏPFGNCTGCEEKÏPETÉVKECCTIWOGPVC
pRTGXKGPGFGHQTOCCEVKXCGNGPVGPFKOKGPVQFGWPCTGURWGUVCSWG
PQCUWOGGNJ½DKVQ
QGNFGTGEJQQFGDGTFGLW\ICTq14.
9KNNKCOUVCODKÅPUGFGFKECCCENCTCTQVTQUCURGEVQUFGNCEWGU-
VKÏP&GUETKDGRQTGLGORNQEÏOQGPGUVCHQTOCFGLWKEKQETÉVKEQUG
CUWOGSWGNCTGEGREKÏPFGKORTGUKQPGUSWGFCCKUNCFCFGNCUKVWCEKÏP
GPNCSWGFKEJCTGEGREKÏPVKGPGNWICT
pGNCKUNCOKGPVQFGNCTGEGR-
EKÏPFGKORTGUKQPGUq15. A partir de ahí, toda una serie de caracte-
rísticas interrelacionadas de este modelo de la crítica-como-juicio 
UGXWGNXGPXKUKDNGUUWOCPGTCFGFKXQTEKCTFGUWEQPVGZVQCNHGPÏ-
OGPQSWGUGETÉVKEC
NCpCDUVTCEEKÏPFGNCTGURWGUVCFGUWUKVWCEKÏP
[EKTEWPUVCPEKCUTGCNGUqNCEQPUVKVWEKÏPFGNUWLGVQETÉVKEQEQOQ
WPpEQPUWOKFQTqFGUGPUCEKQPGU[GNGPOCUECTCOKGPVQKFGQNÏIK-
EQFGpGUVCRQUKEKÏPRQTWPCUWEGUKÏPFGCDUVTCEEKQPGUFGUWUXGT-
daderos términos de respuesta”16%QOQXGTGOQUGUVCUEWCNKFCFGU 
—u otras que se le parecen mucho— se pueden encontrar en otras 
FGUETKREKQPGUFGNCETÉVKEC
VTCFKEKQPCN
6GTT[ 'CINGVQP SWG GPOWEJQU UGPVKFQU UGIWÉC NC GUVGNC FG
9KNNKCOUSWGHWGUWRTQHGUQTVCODKÅPJCUKVWCFQNCJKUVQTKCFGNC
crítica a partir de la emergencia de las relaciones sociales capitalis-
VCU[TGEJC\CNCKFGCFGETÉVKECEQOQWPCGURGEKGFGCWVQTTGƃGZKXK-
FCFPCVWTCNSWGUGIGPGTCFGUFGFGPVTQFGNCTVG#FGO½U'CINGVQP
GPVKGPFGNCETÉVKECEQOQWPCRT½EVKECKPUVKVWEKQPCNSWGC[WFÏC
KPEQTRQTCTCPWGXCUENCUGUQCHTCEEKQPGUFGPWGXCUENCUGUGPWPC
PWGXCWPKFCFEWNVWTCN[CHWGTCCDCUGFGGUVCDNGEGTEQPUGPUQUQ
a base de establecer una serie de modales y tradiciones comparti-
FQU9KNNKCOUEQPENW[GUWFGUETKREKÏPFGNCETÉVKECCNGICPFQSWG 
pNQSWGUKGORTGFGDGGPVGPFGTUGGUNCGURGEKƂEKFCFFGNCTGURWGUVC
[al arte], que no es un juicio, sino una práctica, y que establece 
TGNCEKQPGUCEVKXCU[EQORNGLCUEQPNCUKVWCEKÏP[NCUEQPFKEKQPGUFG
dicha práctica y, necesariamente también, con otras prácticas”17. 
'ZRNQTCPFQGUVCUEQPFKEKQPGU'CINGVQPFGUETKDGEQOQGPGNUKINQ
XVIII, la crítica funcionaba como “un conjunto completo de institu-
EKQPGUKFGQNÏIKECURGTKÏFKEQUECHÅUVTCVCFQUGUVÅVKEQU[UQEKCNGU
traducciones de clásicos, manuales de buenos modales y morales”18. 
.CETÉVKECFGDGGPVGPFGTUGEQOQWPCCEVKXKFCFSWGGPUÉOKUOCGUV½
situada entre otros discursos adyacentes192GTQ'CINGVQPSWKGTGKPUKU-
VKTGPQVTCEWGUVKÏPO½URTGEKUC.CETÉVKECPQUFKEGGOGTIGFGPVTQ
FGpEKGTVCEQ[WPVWTCqFGFKHGTGPVGU½ODKVQUKFGQNÏIKEQUWPCEQ[WP 
VWTCGPNCSWGNCGUVÅVKECCFSWKTKÏWPRCRGNKPWUWCNOGPVGRTQOKPGPVG
[GPNCSWGpHWGnNNGXCFCCNRTKOGTRNCPQoEQOQRQTVCFQTCRTKXKNGIKC-
FCFGNQUVGOCUUQDTGNQUSWGGUCHQTOCEKÏP=UQEKCN?TGƃGZKQPCDCq20. 
%QPGUVQ'CINGVQPPQRTGVGPFGUWIGTKTSWGpNCGUVÅVKECUGEQPXKGTVG
GPGNECORQFQOKPCPVGFGNCKFGQNQIÉCqWPCRQUVWTCSWG
CWPSWG
RNCPVGCFCGPWPQUVÅTOKPQUCNIQFKHGTGPVGURQFTÉCOQUTGEQPQEGT
FGQVTQUCTIWOGPVQUSWGGPQECUKQPGUUGJCPCXCP\CFQGPNCVGQTÉC
GUVÅVKECO½UTGEKGPVG'PNWICTFGGNNQFGUETKDGEQOQNCGUVÅVKEC
posee la capacidad de formar “alianzas” con otros discursos, como 
GNRQNÉVKEQGNÅVKEQQGNTGNKIKQUQ'UVCECRCEKFCFCUQEKCVKXCRGTOKVGC
la estética hablar de más cosas que de sí misma y, al hacerlo, se con-
XKGTVGGPWPCEQPFGPUCEKÏPUQDTGFGVGTOKPCFCFGGUVQUQVTQUFKUEWT-
UQU5KPGODCTIQNCGƂECEKCRCTVKEWNCTFGGUVGRCRGNUGGPEWGPVTCGP
NCUECTCEVGTÉUVKECURCTVKEWNCTGUFGNCGUVÅVKECUWRQFGTFGEQPXQECT
QFGLWICTUQDTGNCKPOGFKCVG\UGPUQTKCNCCHGEVKXKFCF[FGO½U21. 
%QPUGEWGPVGOGPVGNCETÉVKECUGGTKIKÏEQOQGNNWICTOGFKCFQTFG
OÖNVKRNGUFKUEWTUQUEQOQWPCUGFGRTKPEKRCNFGGUVGpRQTVCFQTq
RTKXKNGIKCFQFGRTGQEWRCEKQPGUUQEKCNGU[VCODKÅPEQOQWPEQPFWE-
VQTCHGEVKXQFGÅUVCU2QTVCPVQGUVCEQPEGPVTCEKÏPVTCPUFKUEWTUKXC
RGTOKVÉCCNCETÉVKECKTO½UCNN½FGNQUGUVTGEJQUEQPƂPGUFGWPCU
CEVKXKFCFGUUQEKCNGUEQPETGVCURCTCCURKTCTCNCVQVCNKFCFUQEKCN 
5KCFQRVCOQUGUVCRGTURGEVKXCFGNRQUKEKQPCOKGPVQUQEKCNFGNRCRGN
FGNCETÉVKECNCEWGUVKÏPFGNCpFKUEKRNKPCTKGFCFq
[UWUWRGTCEKÏP 
UGRWGFGGPVGPFGTEQOQWPOGTQFGUCTTQNNQCWPPKXGNFKHGTGPVG
tO½UGUVTGEJQ[O½URCTVKEWNCTK\CPVGtFGGUVCEWGUVKÏP
*C[SWGCFOKVKTSWGNCFGUETKREKÏPFG9KNNKCOURQUGGWPCHQT-
OWNCEKÏPOW[EQPEKUCRGTQUGRQFTÉCRGPUCTSWGUWIKGTGSWGNC
ETÉVKECGUWPCKORQUKEKÏPUQEKCNUQDTGNCTGEGREKÏPFGCTVGHCEVQU
EWNVWTCNGUWPCKORQUKEKÏPSWGCÅNNGIWUVCTÉCFGTTQECT0QGUVQ[
UGIWTCFGSWG9KNNKCOURWGFCUGTKPVGTRTGVCFQFGOCPGTCVCPUKO-
RNGRGTQOGRCTGEGGXKFGPVGSWGGPUWRTQRKQCTIWOGPVQ'CINGVQP
PQUGRTGUVCCGUVCKPVGTRTGVCEKÏP&GJGEJQGZRNKECEQOQNCUEWC-
lidades estéticas se imbrican en el rol social de la crítica moderna. 
#UÉRWGUGNpCTVGq[NCpETÉVKECqRWGFGPXGTUGEQOQpUGRCTCFCUq
UÏNQGPNCOGFKFCGPSWGPQTGEQPQEGOQUUWKPVGITCEKÏPOWVWC
FGPVTQFGWPCFKXKUKÏPFGNVTCDCLQGUVÅVKEQO½UGZVGPUC.QUVGZ-
VQUFG'CINGVQP[9KNNKCOUCNQUSWGOGTGƂGTQUQPFGOGFKCFQU
FGNQUUGVGPVCCWPSWGtEQOQ9KNNKCOUFKEGGPUWKPVTQFWEEKÏPt
Keywords debería entenderse como una síntesis de unos argumentos 
[WPCKPXGUVKICEKÏPSWGJCDÉCGUVCFQFGUCTTQNNCPFQFWTCPVGXCTKQU
CÍQU.QUCTIWOGPVQUFG'CINGVQPUGUKVÖCPGPNCXCPIWCTFKCOGVQ-
FQNÏIKECFGNCVGQTÉCEWNVWTCNCPINÏHQPCFGOGFKCFQUFGNQUUGVGPVC
[tEQPUWÅPHCUKUGPNCpCWVQPQOÉCTGNCVKXCqFGNCETÉVKEC[GPNC
EQORNKECEKÏPFGNCUpFGVGTOKPCEKQPGUqtTGUWNVCPVÉRKEQUFGNQUKPVG-
TGUGVGÏTKEQUFGNCPWGXCK\SWKGTFCFGNCÅRQEC
[UQDTGVQFQFGNQU
FG.QWKU#NVJWUUGTXÉC2KGTTG/CEJGTG[22#ÖPCUÉCODQUCWVQTGU
UGGPHTGPVCPCNRTQDNGOCFGNCETÉVKECFGCTVGFGUFGWPCRGTURGEVKXC
JKUVÏTKEC[RQNÉVKEQEWVWTCNSWGGLGORNKƂECGNOQOGPVQFGNCETÉVKEC
KFGQNÏIKECFKTKIKFCCNCURTGVGPUKQPGUFGCWVQPQOÉCOQFGTPKUVC[
CNpFGUKPVGTÅUqSWGGPVQPEGUUGCUQEKCDCPCNCƂNQUQHÉCMCPVKCPCFG
EW[QNGICFQOWEJCUƂIWTCUTGEGNCDCP[SWGUGXKPQCEQPQEGTEQOQ
“ideología estética”23.
V
.QUGUETKVQUFG2GVGT1UDQTPGTGUWNVCPRCTVKEWNCTOGPVGNÖEKFQUGP
GUVGUGPVKFQRGTQUQPRQUVGTKQTGUCNCTGEQPUKFGTCEKÏPFGNCGUVÅVKEC
tUWTGXKPEWNCEKÏPEQPGNRGPUCOKGPVQRQNÉVKEQtSWGVWXQNWICTGP
NCƂNQUQHÉCEQPVKPGPVCNTCFKECNGPNQUCÍQUUKIWKGPVGU24'PRCTVKEWNCT
OGIWUVCTÉCEQPUKFGTCTGNOQFQGPSWG1UDQTPGGZRNQTCNCTGNCEKÏP
GPVTGƂNQUQHÉC[VGQTÉCEWNVWTCNGUVCÖNVKOCCDCTECCNQUGUVWFKQUEWN-
VWTCNGUNCVGQTÉCFGNCTVG[NCUEWNVWTCUXKUWCNGUWPQUECORQUFQPFG
NCKPƃWGPEKCFG9KNNKCOUJCUKFQPQVCDNG#RGUCTFGNCFKUVCPEKC
SWGUGRCTCCNCƂNQUQHÉCEQPVKPGPVCNFGNCVGQTÉCEWNVWTCN
[FGNQU
GPHQSWGUJKUVÏTKECOGPVGQTKGPVCFQUFG9KNNKCOU[FG'CINGVQPGN
QDLGVKXQFG1UDQTPGGUGZRNQTCTNCUCODKEKQPGUpVTCPUFKUEKRNKPCTGUq 

QCPVKFKUEKRNKPCTGUSWGEQORCTVGP.QSWGGUO½UCNEQPVTCTKQ
de lo que la imagen que la propia teoría cultural tiene de sí misma 
parecería dictar, Osborne considera la “trayectoria totalizante” de 
NCVGQTÉCEWNVWTCNUWCRGNCEKÏPCWPCHQTOCFGWPKXGTUCNKFCFSWG
JCDNCEQPNCXQ\FGWPHWVWTQCPVGTKQT
NCRTQURGEVKXCOGPVGTGVTQU-
RGEVKXCFGNpJCDT½UKFQq250QGURQUKDNGCSWÉJCEGTLWUVKEKCCNFGVCNNG
de sus argumentos, que abordan muchos problemas importantes 
para este libro y que necesariamente son planteados también en 
OKGPUC[QNCNCTICGNKUKÏPGPVTGNQUVÅTOKPQUpGUVÅVKECq[pCTVGq
9KNNKCOU CDQTFC Criticism and Ideology de 
'CINGVQP EQOQ WPC TCOC GURGEÉHKEC JKUVÏTK-
ca y política del “estructuralismo literario”. 
8ÅCUG9KNNKCOUp6JG%TKUKUKP'PINKUJ5VWFKGUq 
Writing in SocietyR'PGNOKUOQCTVÉEWNQ
9KNNKCOUCRWPVCSWGUWRTQRKCXGTUKÏPFGNpOCVG-
TKCNKUOQEWNVWTCNqUGTGOQPVCC 
R 
9KNNKCOURGTEKDGSWGWPCUGOKÏVKECTCFKECNGJKU-
VÏTKEC
GPNWICTFGWPFGURNC\COKGPVQGUVTWEVWTC-
NKUVCFGNCJKUVQTKCRQFTÉCRCTGEGTUGCNOQFQGP
que él entiende el materialismo cultural; ambos, 
UWIKGTGTGƃGZKQPCPETÉVKECOGPVGUQDTGGNRCTC-
FKIOCFKUEKRNKPCTGPUÉOKUOQ
GPNWICTFGSWG-
FCTFGƂPKFQUUKORNGOGPVGRQTGNQDLGVQFGEQPQ-
EKOKGPVQR9KNNKCOUUWIKGTGSWGGNOQFGNQ
althusseriano, generaliza hasta tal punto la “ideo-
NQIÉCqSWGNCEQPXKGTVGGPWPQDLGVQSWGUÏNQRWG-
FGUGTCPCNK\CFQOGFKCPVGNCVGQTÉC
RR 
Criticism and Ideology KPENWÉCWPC UGEEKÏPDCU-
VCPVG CORNKC FGFKECFC C9KNNKCOU 'CINGVQP
EQPUKFGTCSWG9KNNKCOUUGCEGTECFGOCUKCFQCN
populismo con categorías demasiado impreci-
UCU
EQOQpGUVTWEVWTCFGUGPVKOKGPVQqKPENWUQ
EQPUWTGNCEKÏPEQPGN/CTZKUOQ
RQTGLGORNQ
UWOQFKƂECEKÏPFGNCpJGIGOQPÉCqFG)TCOUEK 
Sus diferencias en los setenta podrían resumir-
se como la preferencia althusseriana del uno, 
comparada con las tendencias lukácsianas del 
QVTQ 8ÅCUG 'CINGVQP Criticism and Ideology, 
RR[NQUGPUC[QUTGWPKFQUGP9KNNKCOU
Problems in Materialism and Culture: Selected Essays, 
.QPFTGU8GTUQ[0GY.GHV$QQMU
'NXÉPEWNQGPVTGGNOQFGTPKUOQ[-CPVHWG
establecido de forma explícita por Clement 
Greenberg. Véase Clement Greenberg, “Modernist 
2CKPVKPIq 
 The Collected Essays and Criti-
cismXQNGF,QJP1o$TKCP%JKECIQ7PKXGTUK-
V[QH%JKECIQ2TGUURR'NKPƃW[GPVG
ensayo de Kurt Forster sobre la historia del arte, 
de 1972, da buena cuenta de la creciente sospe-
cha que despertaba la estética, que se considera-
ba una categoría burguesa que precisaba ser des-
OKVKƂECFC-WTV(QTUVGTp%TKVKECN*KUVQT[QH#TV
QT6TCPUƂIWTCVKQPQH8CNWGUqNew Literary History, 
XQNRR8ÅCUG VCODKÅP1-
9GTEMOGKUVGTp/CTZQP+FGQNQI[CPF#TVqNew 
Literary HistoryXQNRR8ÅCUG
VCODKÅP2CWN&G/CPAesthetic Ideology, Minnea- 
RQNKU7PKXGTUKV[QH/KPPGUQVC2TGUUCWP-
SWGGUVCCPVQNQIÉCRWDNKECFCRÏUVWOCOGPVGUG
EGPVTCGPGUVGRTQDNGOCNCFGEQPUVTWEEKÏPETÉVK-
ca de la “ideología estética” por parte de De Man 
puede encontrarse también en sus escritos más 
tempranos.
24. The Ideology of the Aesthetic, Oxford: Blackwell, 
FG'CINGVQPGUUKPVQO½VKEQFGGUVGIKTQCN
proponer un doble argumento donde la estética 
UGGPVKGPFGRQTWPNCFQEQOQWPCHQTOCEKÏP
KFGQNÏIKECFGNECRKVCNKUOQ[RQTGNQVTQEQOQ
NCQHGTVCFGWPGURCEKQRCTCFGUCƂCTCNCKFGQNQ-
gía dominante.
25. Osborne, Philosophy in Cultural Theory, Londres: 
4QWVNGFIG
CRCTVKTFGCJQTCPCT8ÅCUGGN
primer capítulo, pp. 1-19 y, en particular, pp. 
16-19. Los estudios culturales, junto a la Teoría 
%TÉVKECFGNC'UEWGNCFG(T½PEHQTVEQPUVKVW[GPWP
especialismo en un “tipo de generalidad cros-
FKUEKRNKPCTqCTIWOGPVC
R'PVÅTOKPQUFGUW
ECT½EVGTJKUVÏTKEQ[GURGEWNCVKXQ1UDQTPGVCO-
bién compara este “especialismo anti-discipli-
PCTqEQPXCTKQUVKRQUFGƂNQUQHÉCCPVKFKUEKRNKPCT

GUFGEKTEQPNCƂNQUQHÉCEQPVKPGPVCNXÅCUGR 
14. Ibid., p. 76.
15. Ibid., p. 75.
16. Ibid., p. 76.
17. Ibid., p. 76.
'CINGVQPCriticism and Ideology: A Study in 
Marxist Literary Theory, Londres: Verso, 1978 

R 8ÅCUG VCODKÅP6GTT['CINGVQP 
The Function of Criticism: From The Spectator to 
Post-Structuralism, Londres: Verso, 1984.
'CINGVQPCriticism and Ideology, p. 17.
'CINGVQPR
'CINGVQPRR 'CINGVQP TGRKVG GUVG
CTIWOGPVQCNIWPQUCÍQUO½UVCTFGpNCECVGIQ-
ría de la estética asume la importancia que asu-
OGGPNC'WTQRCOQFGTPCRQTSWGCNJCDNCTFGN
arte habla también de otras cuestiones que se 
GPEWGPVTCPGPGNPÖENGQFGNCNWEJCFGNCENCUG
media por la hegemonía política”. Véase, Terry 
'CINGVQPThe Ideology of the Aesthetic, Oxford: 
Blackwell, 1990, p. 3.
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WPCEQPHWUKÏPEW[CEQPVKPWKFCF[QJGRGTOKVKFQSWGCRCTGEGGPVTG
Kant y los románticos de Jena; una lectura del abordaje de Kant al 
“juicio” en las tres Críticas y en la tercera Crítica en particular; 
NCEWGUVKÏPFGNLWKEKQEQOQpKPFGVGTOKPCFQq[pTGƃGZKXQq267PC
KORNKECEKÏPOC[QTPGEGUKVCTÉCGZRNQTCT[UKVWCTO½UEWKFCFQUCOGP-
te el “juicio” y la “estética”, ambos han sido abordados en modo “teo-
TÉCRQNÉVKEQEWNVWTCNqGPNQUGUETKVQUFG9KNNKCOU[FG'CINGVQP$CUVG
EQPFGEKTSWG1UDQTPGUGFKUVCPEKCFGGUVCFGUEQPƂCP\CIGPÅTKEC
JCEKCGNpLWKEKQqSWGÅUVQUEQORCTVGPEQPGNTGNCVKXKUOQEWNVWTCN
también cuestiona las lecturas de Kant que habían aparecido en 
CNIWPCURQUVWTCUOCTZKUVCUCPVGTKQTGU
SWGGPVTGQVTCUKPENWKTÉCP
NCURQUVWTCUFG9KNNKCOU[FG'CINGVQPGPNQUUGVGPVCSWGUGEGP-
VTCDCPGPETKVKECTNCRTGVGPUKÏPFGUKVWCTNCURTGVGPUKQPGUUQEKCNGU
RQTGPEKOCFGNKPVGTÅU
GUFGEKTSWGRTGVGPFÉCPPCVWTCNK\CTUWU
RTGVGPUKQPGU*CDNCPFQFG-CPV1UDQTPGKPUKUVGGPNCCRCTKEKÏP
de la “crítica” en cuanto que crítica trascendental inmanente, la 
“crítica de la capacidadFGLWKEKQGUVÅVKEQRQTNCTGƃGZKÏPVTCUEGP 
dental, no la crítica de juicios particulares”27. Su argumento plantea 
muchas más cuestiones de las que podemos abordar aquí, pero me 
gustaría centrarme en el modo en que Osborne habla de la historici-
FCFGPUWFKUVKPEKÏPGPVTGNCJKUVQTKCFGNCTVG[NCETÉVKECFGCTVG
&GHQTOCO½URTGEKUC1UDQTPGJCDNCFGNQUVKRQUFGKOCIKPCEKÏP
temporal que se relacionan con la historia y con la crítica de arte. 
Distingue los enfoques que adoptan los críticos y los historiadores 
o, como él dice, “la historia del arte del crítico de arte” y “la historia 
FGNCTVGFGNQUJKUVQTKCFQTGUFGCTVGq'UVCÖNVKOCUWIKGTGCFQR-
VCWPCRGTURGEVKXCJKUVQTKEKUVCOKGPVTCUSWGNCRTKOGTCUGQEWRC
de discernir qué es lo que está en juego en la contemporaneidad 
[FGUWQTKGPVCEKÏPJCEKCGNHWVWTQ5KPFWFCOWEJQUJKUVQTKCFQ-
TGUUGJCDT½PUQTRTGPFKFQCNXGTSWGUWFKUEKRNKPCSWGFCDCVKNFC-
da de historicista. Durante toda la segunda mitad del siglo XX, y 
de manera creciente desde entonces, la historia del arte moderno 
JCVGPKFQCICNCFKUVCPEKCTUGOGVQFQNÏIKECOGPVGFGNJKUVQTKEKUOQ
CNSWGXGEQOQECTCEVGTÉUVKEQFGWPCUHQTOCUFGJKUVQTKCFGNCTVG
CPVGTKQTGU
pRTGETÉVKECUq#RGUCTFGNQFKRNQO½VKEQSWGKPVGPVCUGT
TGURGEVQCNCJKUVQTKCFGNCTVGEQPVGORQT½PGC
UWGPUC[QHWGRWDNK-
ECFQCƂPFGEWGPVCUGPNCTGXKUVCFGNCAssociation of Art Historians 
=CUQEKCEKÏPFGJKUVQTKCFQTGUFGNCTVG?NQSWGXKGPGCFGEKTPQGUSWG
algunos historiadores del arte sean historicistas mientras que otros 
PQNQUQPUKPQFGSWGGNVKRQFGCVGPEKÏPFGNCJKUVQTKCFGNCTVG 
—“la historia del arte del historiador del arte”— sigue estando den-
tro de los parámetros temporales de la empresa historicista. Cuando 
1UDQTPGJCDNCFGpJKUVQTKEKUOQqUGTGƂGTGCNVKRQFGJKUVQTKEKUOQ
CNSWG'*%CTTUGGPHTGPVÏEÅNGDTGOGPVGCOGFKCFQUFGNQUEKP-
cuenta: el tipo de historicismo del siglo XIX que se asocia a Ranke o 
/KEJGNGVEQPUWRTGVGPFKFQQDLGVKXKUOQ[UWEGIWGTCEQPUVKVWVKXC
JCEKCUWURTQRKCURQNÉVKECUUWDLGVKXCU28. También presenta el histori-
EKUOQGPGNUGPVKFQFGWPCPCTTCVKXCETQPQNÏIKECFGFGUCTTQNNQRTQ-
ITGUKXQSWGGPUWFÉCHWGECTCEVGTK\CFCRQT4QUCNKPF-TCWUUEQOQGN 
pVTGPEJWEJWEJWqFGNCJKUVQTKCFGNCTVG'NGLGORNQFGNOÅVQFQJKU-
toricista que Krauss tenía en mente por encima de cualquier otro era 
la obra del crítico de arte Clement Greenberg. Sin embargo, aunque 
1UDQTPGPQFGƂGPFGGNGPHQSWGITGGPDGTIKCPQUWEQPEGRVQFGETÉVK-
ECFGCTVGKPENW[GC)TGGPDGTI[UGIÖP1UDQTPGNQURTKOGTQUGUETK-
VQUFG)TGGPDGTIQHTGEGPWPGLGORNQRQUKVKXQFGUWOQFGNQETÉVKEQ 
'Pp'NCTVGO½UCNN½FGNCGUVÅVKECqUGEGPVTCO½UGP*CTQNF4QUGPDGTI
FGEW[CDTGXGQDUGTXCEKÏPp.CETÉVKECFGCTVGFGJQ[es historia del 
arte, aunque no necesariamente la historia del arte del historia-
FQTFGCTVGqRCTVGVQFCNCTGƃGZKÏPFG1UDQTPG)TGGPDGTITGEKDG
O½UCVGPEKÏPGPGNECRÉVWNQUQDTGp'NVKGORQ[NCQDTCFGCTVGqGP
GNSWG1UDQTPGFGNKPGCNCUVGPUKQPGUGOGTIGPVGUGPVTGNCUXCTKCU
modalidades que pueden detectarse en los escritos de Greenberg 

pETÉVKEQq pRGPUCFQT GUVÅVKEQq G pJKUVQTKCFQTq29 2QT UWRWGUVQ
1UDQTPGGURGTHGEVCOGPVGEQPUEKGPVGFGSWGNCFKUVKPEKÏPGPVTGJKU-
VQTKC[ETÉVKECUGJCXWGNVQOGPQUENCTCFGUFGNQUUGUGPVC6CODKÅP
sabe que ha habido un desdibujamiento de las fronteras entre la 
CEVKXKFCFFGNCGUETKVWTC[NCRT½EVKECCTVÉUVKEC30. Sin embargo, lo 
que trata de hacer no es re-dibujar las fronteras institucionales 
t[TGCEVKXCTNCUNWEJCUVGTTKVQTKCNGUtFGPVTQFGNCTVG'PNWICTFG
ello, las funciones de “crítico” e “historiador” pueden entender-
UGEQOQECUQUNÉOKVGUFGPVTQFGWPCTIWOGPVQSWGVKGPGSWGXGT 
EQPEÏOQPQUTGNCEKQPCOQUEQPGNVKGORQ'NRTQDNGOCRTKPEKRCN
gira en torno a las orientaciones temporales del pensamiento que 
se asocian con la historia y con la crítica, y el principal interés de 
1UDQTPGGUFGUCTTQNNCTGNpOQFQFGJKUVQTKEKFCFqFGÅUVCÖNVKOC31. 
'URGEÉƂECOGPVGNCEWGUVKÏPSWGUGRNCPVGCGUEÏOQRGPUCTNCJKU-
VQTKEKFCFFGRTGUGPVG EÏOQ ECRVCT GN RTGUGPVGJKUVÏTKECOGPVG 

GPNWICTFGRGPUCTNQEQOQOGTCOGPVGpEQPVGORQT½PGQqEQOQUÏNQ
GNÖNVKOQGUNCDÏPGPWPCECFGPCETQPQNÏIKEC32'PGUVCRGTURGEVKXC
tanto el “historicismo” como el fetiche de lo contemporáneo son 
tFGOCPGTCEQPUEKGPVGQKPEQPUEKGPVGtGXCUKQPGUFGNCJKUVQTKEK-
FCF5KPGODCTIQUKGNJKUVQTKEKUOQDQTTCNCHWVWTKFCF
[TGUWNVCFG
JKUVQTK\CPVG[FGUVGORQTCNK\CPVG33, siguiendo a Adorno, Osborne 
VQOCGNHGVKEJGFGNQPWGXQKPENWUQGPUWO½UFÅDKNGUCTVKEWNC-
EKQPGUEQOQCNIQSWGVQFCXÉCTGXGNCCURGEVQUFGNCJKUVQTKEKFCF 
Sin embargo, son las articulaciones más fuertes de la contempora-
PGKFCFNCUSWG1UDQTPGVTCVCFGCXCP\CTGPNCUSWGRQTFGEKTNQFG
CNIÖPOQFQpNQPWGXQqUGTKPFGCPVGNCRGTURGEVKXCJKUVÏTKEC[NC
GURGEKƂEKFCFEQPVGZVWCNCPVGNCWTIGPEKCFGENCTCVKXC[FGÉEVKEC[ 
NCKPVGPEKÏPRQNÉVKECFGpGNCJQTCq
5WCTIWOGPVQUGGNCDQTCGPp'N VKGORQ[ NCQDTCFGCTVGqGP
TGNCEKÏPC)TGGPDGTICUÉSWGCNIWPQUGLGORNQUPQUUGT½PÖVKNGU
UKPGODCTIQOKKPVGPEKÏPCSWÉPQGUPKTGCDTKTNQUFGDCVGUUQDTG
Greenberg como tales, ni los debates sobre la suerte de la crítica de 
CTVGUKPQGZRNKECTEÏOQFGUETKDG1UDQTPGNCVGORQTCNKFCFQOQFQ
GURGEÉƂEQUFGNCJKUVQTKEKFCF#EGTECFGNQUGUETKVQUFG)TGGPDGTIFG
ƂPCNGUFGNQUVTGKPVC[RTKPEKRKQUFGNQUEWCTGPVCGUETKDG
Éste es el modo temporal asociado con el “crítico” que Osborne cree 
SWGHWGCDCPFQPCFQGPRQUFGNCPCTTCVKXCFGNCGURGEKƂEKFCFFGN
OGFKQFGN)TGGPDGTIRQUVGTKQTECFCXG\O½UTÉIKFC[RTQITGUKXKU-
VC
UWpJKUVQTKCFGNCTVGFGNQUJKUVQTKCFQTGUq1UDQTPGTGNCEKQPC
GUVQEQPUWTGƃGZKÏPUQDTGGNEQPEGRVQFGOQFGTPKFCFFGPVTQFGN
EWCNGPEWGPVTCWPCVGPUKÏPtWPpFGUFQDNCOKGPVQVGORQTCNRCTC-
FÏLKEQqtGPVTGUWUFKOGPUKQPGUpPCTTCVKXCUq
WPCETQPQNQIÉCJKU-
VQTKEKUVC[EQUKƂECFC[pFKUEWTUKXCUq
QUWRTGUGPVGRGTHQTOCVKXQ 
'NGPHQSWGFGNETÉVKEQGUV½CNKCFQEQPGUVCÖNVKOC[UGFGUETKDG
EQOQRTQFWEVKXQKVGTCVKXQ[RQNÉVKEQ+PVGTTWORGNCUVGORQTCNKFC-
FGUPCTTCVKXCUFCFCU[UGKORNKECGPpRQUKEKQPGUFGGPWPEKCEKÏP[ 
… en lugar de seguir a la historia del arte y adoptar la conciencia tem-
poral del historicismo del siglo XIX, su idea del modernismo como auto-
ETÉVKECHWPEKQPCDCEQPWPCEQPEGREKÏPFGNVKGORQJKUVÏTKEQXGTFCFGTC-
OGPVGpVGPUCqEGPVTCFCGPGNRTGUGPVGJKUVÏTKEQFGNCEVQGPWPEKCVKXQe
[UWUTGNCEKQPGUFGPGICEKÏPEQPCEQPVGEKOKGPVQURCUCFQUe34
29. Osborne, PCTR'PRQUFGNCDTGXGFCF
pasaré por alto el segundo de estos modos.
30. Osborne, “Art Beyond Aesthetics”, pp. 651-
653.
31. Osborne, PCT, p. 82.
32. Osborne, “Art Beyond Aesthetics”, p. 651.
33. Osborne, PCT, p. 83.
34. Ibid.RGFECUVp'NVKGORQ[NCQDTCFG
arte”, en El arte más allá de la estética, pp. 231-
242, p. 238.
26. Ibid., p. 30.
27. Osborne, “Art Beyond Aesthetics”, p. 658; ed. 
ECUVp'NCTVGO½UCNN½FGNCGUVÅVKECqGPEl arte 
O½UCNN½FGNCGUVÅVKEC'PUC[QUƂNQUÏƂEQUUQDTGCTVG
contemporáneo VTCF;CK\C*GTP½PFG\8GN½\-
SWG\/WTEKC%GPFGCER'UVGEQP-
cepto de crítica contrasta con el anterior senti-
do de crítica en Kant, donde se entiende como 
FQEVTKPC
EKGPEKCQEQOQGORÉTKEC
'*%CTTWhat is History? .QPFTGU2GP-
guin, 1990. Cf. Osborne, PCT, p. 78.
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CNWUKÏPJKUVÏTKECUqUGRWGFGGPVGPFGTEQOQpWPCEVQFGCWVQFGƂPK-
EKÏPJKUVÏTKECOGFKCPVGWPCFKHGTGPEKCEKÏPKFGPVKƂECEKÏP[RTQ[GE-
EKÏPSWGVTCUEKGPFGPGNQTFGPFGNCETQPQNQIÉCGPNCEQPUVTWEEKÏPFG
un presente con sentido”35. La historia del arte del crítico de arte se 
RTGUGPVCEQOQpNCEQPUVKVWEKÏPUQEKCNKVGTCVKXCFGNCQDTCOGFKCPVG
GNECORQFGLWKEKQJKUVÏTKEQVCN[EQOQUGGPECTPCGPNCVQVCNK-
FCFFGNCURT½EVKECUETÉVKECUSWGEQORQPGPNCKPUVKVWEKÏPCTVGq36. 
'Pp'NCTVGO½UCNN½FGNCGUVÅVKECq1UDQTPGFGUETKDGGUVQEQOQWPC
CVGPEKÏPCNCpFKOGPUKÏPRGTHQTOCVKXCHWVWTCFGNCNÏIKECVGORQ-
TCNFGNCVQVCNK\CEKÏPJKUVÏTKECq37$½UKECOGPVGXKGPGCFGEKTGZKUVG
WPCFKUVKPEKÏPGPVTGNCJKUVQTKCGPVGPFKFCEQOQCNIQCNQSWGWPQ
FGDGFKTKIKTUG
EQOQNCCEVKXKFCFFGFKTKIKTUGCWPCUGTKGFGQDLGVQU
GZVGTPQUFGNRCUCFQEQOQWPpQDLGVQFGGUVWFKQqRQTWPNCFQ[
RQTGNQVTQWPCEQPEGREKÏPFGNCJKUVQTKCEQOQWPRTQEGUQ[O½U
GURGEÉƂECOGPVGWPRTQEGUQGPGNSWGNQUWLGVQUUGGPVKGPFGPCUÉ
mismos como participantes.
VI
Aunque Osborne establece su contraste entre “la crítica de arte” 
[NCpJKUVQTKCFGNCTVGq[QRTQRQPFTÉCSWGGNPÖENGQFGNCFKUVKP-
EKÏPUGRWGFGGZVGPFGTC[UGTEQPUKFGTCFQEQOQWPCFKUVKPEKÏP
interna, dentro de la propia crítica. Así pues, sería necesario pres-
VCTCVGPEKÏPCNCFKHGTGPEKCGPVTGWPCEQPEGREKÏPGZVGTPCNK\CFCFG
NCETÉVKEC[QVTCSWGVTCVCFGEQPEGDKTUGCUÉOKUOCGPTGNCEKÏPC
lo que pueda estar en juego en la historia. Se podría decir que la 
forma de crítica que se tendemos a encontrar hoy —incluso en 
NCK\SWKGTFCtGUNCRTKOGTC'NOQFGNQFGWPCpETÉVKECGZVGTPCde” 
es el que más se acerca al tipo de crítica que hoy en día se asocia 
EQPNCCEVKXKFCFRTQHGUKQPCNEQORCTVGNCCDUVTCEEKÏPFGNEQPVGZVQ
[NCTGNCEKÏPFGEQPUWOKFQTSWG[CGPEQPVTCOQUGPNCTGƃGZKÏP
FG9KNNKCOU38.CUGIWPFCOCPGTCFGCDQTFCTNCCEVKXKFCFETÉVKEC
es aquella en la que ésta se entiende a sí misma como situada pro-
cesualmente, implicada en contestar la historicidad del presente 

GUFGEKTLWI½PFQUGGNHWVWTQCNCSWÉ[CJQTC'PVGPFGTNCETÉVKEC
EQOQRTCZKUGUKTCÖPO½UNGLQUSWG1UDQTPGCWPSWGUGVTCVCFGCNIQ
que ya queda implícito en su texto. Se trata de hacer algo más que 
FGENCTCTSWGNCETÉVKECGUGPWPEKCVKXCKVGTCVKXC[RTQFWEVKXCCWPSWG
dichas características sin duda pertenecen a un concepto de crítica 
procesual-praxial; deberíamos, por ejemplo, desplazarnos desde una 
PQEKÏPFGNQpRTQFWEVKXQqGPWPUGPVKFQIGPGTCVKXQO½UIGPGTCNC
WPCCTVKEWNCEKÏPO½UHWGTVG[UQEKCNOGPVGEQPUVTWEVKXC2GTQGZVGP-
der así el argumento no es gratuito, ya que algo parecido a este 
modelo aparecía ya en las declaraciones fundacionales de la teoría 
crítica que plantearon ya 1937, en dos artículos para el Zeitschrift 
für SozialforschungNCTGXKUVCFGN+PUVKVWVQFG+PXGUVKICEKÏP5QEKCN 

NC'UEWGNCFG(T½PEHQTV/CZ*QTMJGKOGT[*GTDGTV/CTEWUG39.
'UVQUFGDCVGUUGCNGLCDCPFGEWCNSWKGTGZRNQTCEKÏPFGpNCETÉVKECq
en su sentido más limitado, el que alude a la crítica de arte o de 
NKVGTCVWTC
%TGQSWGGNVTCDCLQFG1UDQTPGTGVQOCCNIWPCUFGNCU
CODKEKQPGUFGGUVGFGDCVGO½UCORNKQEWCPFQUGFKTKIGGURGEÉƂEC-
mente a la “crítica de arte”, aunque no hace referencia en detalle ni 
C*QTMJGKOGTPKC/CTEWUG405WECORQNQEQPUVKVW[GWPCTGƃGZKÏP
RQNÉVKECUQDTGNCƂNQUQHÉC5KPGODCTIQNCUVTCPUHQTOCEKQPGUJKUVÏTK-
ECUFGNC+NWUVTCEKÏP[GNUKINQXVIIItCNCUSWGRTGUVCPCVGPEKÏPVCPVQ
9KNNKCOUEQOQ'CINGVQP[1UDQTPGtUKIWGPUKGPFQKORQTVCPVGRCTC
GUVQUFGDCVGU
NCUVTCPUHQTOCEKQPGUSWGUGIÖP*QTMJGKOGTVGPÉCP
SWGXGTEQPNQUFGUCHÉQUCNQUSWGUGJCDÉCGPHTGPVCFQGNFQIOCVKUOQ
y con el auge del “sujeto conscienteq6CPVQRCTC*QTMJGKOGTEQOQ
RCTC/CTEWUGNCVGQTÉCETÉVKECUGRNCPVGCDCEQOQWPCEQPVTKDWEKÏP
CNCVTCPUHQTOCEKÏPOCVGTKCNFGNCUQEKGFCF[GNNQITQFGNCHGNKEKFCF
humana. Como se ha apuntado frecuentemente, en el ensayo de 
*QTMJGKOGTNCFGUKIPCEKÏPpVGQTÉCETÉVKECqUKTXGEQOQQVTQVÅTOK-
PQEQPGNSWGFGEKTpOCTZKUOQq
GNGPUC[QEQPUVKVW[GWPCETÉVKEC
de la II y III Internacionales; su contexto queda enmarcado en el 
VTCUNCFQFGN+PUVKVWVQCNC7PKXGTUKFCFFG%QNWODKC/CTEWUGGU
más explícito a la hora de relacionar la teoría crítica con el materia-
NKUOQJKUVÏTKEQ.CVGQTÉCETÉVKECtQGNpXGTFCFGTQOCVGTKCNKUOQq
como lo llama Marcuse— se diferencia del materialismo “falso” de 
NCCEVKXKFCFDWTIWGUC5KPGODCTIQNCUEKTEWPUVCPEKCUFGN+PUVKVWVQ
RTQRQTEKQPCPGNUWDVGZVQGXKFGPVGGPCODQUGPUC[QUNCDKGPXGPKFC
SWGTGEKDKÏGPNCWPKXGTUKFCFFG0WGXC;QTMVGPÉCWPENCTQEQPVTC-
punto en la hostilidad intelectual generalizada de la teoría social 
PQTVGCOGTKECPCCNCƂNQUQHÉCGURGEWNCVKXCSWGRTCEVKECDCPOWEJQU
OKGODTQUFGNC'UEWGNCFG(T½PEHQTV
Horkheimer compara la “teoría crítica” con la “teoría tradicional”, 
GUFGEKTEQPGUCƂNQUQHÉCSWGUKIWGCƂTOCPFQNCUQEKGFCFGZKUVGPVG
Mientras que las descripciones tradicionales ponen el énfasis en las 
UGTKGU[GPNQUJGEJQUGNRGPUCOKGPVQETÉVKEQRTGUVCCVGPEKÏPCNC
dialéctica de las fuerzas y contrafuerzas. Marcuse entiende la teoría 
ETÉVKECPQVCPVQEQOQWPTGEJC\QFGNCƂNQUQHÉCUKPQGPRTKOGT
NWICTEQOQGNFGUGQFGUCNXCIWCTFCTNCXGTFCFFGNCCDUVTCEEKÏP
ƂNQUÏƂEC[GPUGIWPFQNWICTEQOQNCCODKEKÏPFGTGENCOCTWPC
ƂNQUQHÉCSWGpUQDTGRCUCqCUWEQPVGPKFQ
SWGCRWPVCO½UCNN½FGNQ
GZKUVGPVG41/CTEWUGRKGPUCSWGNCƂNQUQHÉCGUV½pQTKGPVCFCJCEKCNCU
potencialidades del hombre que se encuentran más allá de lo que 
FGJGEJQGUqRGTQSWGGUVCGORTGUCUGXGUKGORTGQDUVCEWNK\CFC42. 
.CVGQTÉCETÉVKECPQUFKEGDWUECpUÏNQNCUEQPFKEKQPGUUQEKCNGUGURG-
EÉƂECUSWGUGGPEWGPVTCPGPNCTCÉ\FGNCKPECRCEKFCFFGNCƂNQUQHÉC
RCTCRNCPVGCTNQURTQDNGOCUFGHQTOCO½UGZJCWUVKXC[RCTCKPFKECT
SWGEWCNSWKGTQVTCUQNWEKÏPUGGPEWGPVTCO½UCNN½FGNCUHTQPVGTCU
FGNCƂNQUQHÉCq43.CTC\ÏPFGGUVCGUENGTQUKUHWGUGIÖP/CTEWUGNC
KPECRCEKFCFFGNCƂNQUQHÉCRCTCGPHTGPVCTUGCFQURTQDNGOCUHWP-
FCOGPVCNGUNCFKXKUKÏPFGNVTCDCLQOGPVCN[OCPWCN[GNHTCECUQFG
NCTGXQNWEKÏP2GTQGUVQURTQDNGOCUPQRQFÉCPGNWFKTUGUÏNQCDCUG
FGKIPQTCTNQUCNEQPVTCTKQCODQUHWGTQPKPVGTPCNK\CFQURQTNCƂNQ-
UQHÉC
[CSWÉ/CTEWUGCFQRVCWPVTQRQHTGWFKCPQEQOQsu propio 
ECT½EVGTCDUVTCEVQ.CVGQTÉCETÉVKECEQOGP\ÏEQOQWPKPVGPVQFG
UQDTGRQPGTUGCGUVCNKOKVCEKÏPCNKIWCNSWGGNEQOWPKUOQDWUEÏNC
TGCNK\CEKÏPFGNCTC\ÏPSWGNCƂNQUQHÉCJCDÉCUKFQKPECRC\FGNQITCT
RTQRQTEKQPCPFQUGIÖP/CTEWUGNQUEKOKGPVQUFGWPCRQUKDNGVTCPU-
HQTOCEKÏPUQEKCN44.
'UVCUGZRQUKEKQPGUFGNCVGQTÉCETÉVKECGUVCDNGEGPWPCTGNCEKÏP
ENCTCEQPGN VKGORQ[WPCEQPEGREKÏPRCTVKEWNCTFG NCTGNCEKÏP
GPVTGUWLGVQ[QDLGVQ'PVÅTOKPQUFGUWVGORQTCNKFCFUGVTCVCFG
un modo de pensamiento que trata de entender su propio papel 
GPNQSWG*QTMJGKOGTNNCOCNCpCNVGTCEKÏPEQPVKPWCqSWGSWGFC 
pEQPFKEKQPCFCRQTWPCTGNCEKÏPEQPUEKGPVGEQPNCRT½EVKECJKUVÏTKECq 
5GTpETÉVKECqGUGUVCTQTKGPVCFCCNHWVWTQ
GPVGPFKFQÅUVGPQFGWPC
manera estrecha y lineal, sino en el sentido de una demanda social, 
FGWPCCODKEKÏPFGNKDGTVCFJWOCPC6CODKÅPKORNKECGPVGPFGT
NC TGNCEKÏP UWLGVQQDLGVQFGWPC HQTOCGURGEÉƂEC#FKHGTGPEKC
de lo que ocurre en la teoría tradicional, que trata al sujeto y al 
objeto como separados y mutuamente externo, el ser humano se 
GPVKGPFGEQOQGNUWLGVQCEVKXQFGNCJKUVQTKC[FGNCNWEJCUQEKCN 
/CTEWUGp2JKNQUQRJ[CPF%TKVKECN6JGQT[q
pp. 148-149.
42. Ibid., p.146.
43. Ibid., pp 149-150.
44. Ibid., p. 141. Cf.RR.CEQPXKE-
EKÏPTCEKQPCNKUVCGZRTGUCFCRQT/CTEWUGPQUG
debería entender como una fe ciega en el racio-
PCNKUOQ2CTC/CTEWUGNCTC\ÏPFGDGTÉCGPVGP-
FGTUG EQOQ NCCEVKXKFCFFG pKPFKXKFWQU EQP-
ETGVQU GP UW UKVWCEKÏP UQEKCN GURGEÉHKECqPQ
como el “fundamento absoluto o la esencia 
de lo que es”. Herbert Marcuse, “The Struggle 
against Liberalism in the Totalitarian View of 
VJG5VCVGq
Negations: Essays in Critical The-
ory, trad. Jeremy J. Shapiro, Londres: Free Asso-
EKCVKQP$QQMURPXÅCPUGVCO-
bién las pp. 14-16, donde Marcuse subraya el 
JGEJQFGSWGUWRTGUGPVCEKÏPFGNTCEKQPCNKUOQ
toma la forma de un tipo-ideal, y que su prin-
EKRCNRTQRÏUKVQGUCENCTCTGNEQPEGRVQQRWGUVQ
de irracionalismo.
35. Ibid., p. 82, ed. cast., p. 238; aunque citán-
dose a sí mismo en el libro The Politics of Time: 
Modernity and Avant-Garde, Londres: Verso, 1995, 
p. 14, en el capítulo “Modernity: A Different 
Time”.
36. Ibid., p. 84, ed. cast., p. 241.
37. Osborne, “Art Beyond Aesthetics”, p. 656. 
6CODKÅPCÍCFGSWGGUVQPQUGRWGFGUGRCTCT
de “el acto críticoFGNLWKEKQq
NCUEWTUKXCUUQPFG
1UDQTPGSWGtUGIÖPOCPVKGPGtRQUGGWPC
pVGORQTCNKFCFEWCNKVCVKXCOGPVGJKUVÏTKECqGP
NWICTFGNCpVGORQTCNKFCFETQPQNÏIKECFGNJKU-
toricismo”, p. 656.
7PCGZRNKECEKÏPFGVCNNCFCPGEGUKVCTÉCGP
este punto, extenderse sobre la naturaleza del 
“juicio”, dado que el acto del juicio es algo que 
[CRNCPVGC9KNNKCOU
39. Ambos en ZfSXQNP
'PWPCPQVCCNRKG1UDQTPGEKVCNCRGTKQFK\C-
EKÏPSWGQHTGEG*GNOWV&WDKGNFGNCURTKOGTCU
ÅRQECUFGNC'UEWGNCFG(T½PEHQTV
SWG
distingue el “materialismo interdisciplinar” de 
1930-37 de la “teoría crítica” de 1937-40. Obser-
XCVCODKÅPSWGRCTCpNCUTGNCEKQPGUFKP½-
OKECUGPVTGNCKPXGUVKICEKÏPKPVGTFKUEKRNKPCTNC
EQPUVTWEEKÏPVGÏTKECNCRTGUGPVCEKÏPFKCNÅEVK-
EC[NCRTQ[GEEKÏPRQNÉVKECUGJCDÉCPCVCUECFQ
debido al impulso sobredeterminante de la crí-
VKECFGNCTC\ÏPKPUVTWOGPVCNqXÅCUG1UDQTPG
PCT, p. 120, n. 12.
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La teoría crítica es, tal y como escribe Horkheimer, un intento de 
romper el dualismo cartesiano del pensamiento y el ser a base de 
WPKTNCVGQTÉC[NCRT½EVKEC'PNWICTFGUGTKPFGRGPFKGPVGUGNWPQ
del otro, el sujeto y el objeto se entienden como mutuamente depen-
FKGPVGEQOQGNGOGPVQUSWGKPVGTCEVÖCPCEVKXCOGPVG/CTEWUGNNG-
ICCWPCEQPENWUKÏPRCTGEKFCCNDWUECTGNEQPVGPKFQFGXGTFCFFG
NCƂNQUQHÉCNCVGQTÉCETÉVKECFGDGTÉCFKUVKPIWKTUGENCTCOGPVGFGNC
UQEKQNQIÉCPQUGRQFÉCRNCPVGCTOGTCOGPVGNCDÖUSWGFCFGGZRNK-
ECEKQPGUUQEKQNÏIKECUSWGFGOQUVTCTCPSWGNCEQPEKGPEKCƂNQUÏƂEC
dependía de las estructuras sociales45. Lo que preocupa a Marcuse 
PQGUVCPVQNCVGPFGPEKCTGFWEVKUVCFGGUVQUCDQTFCLGUpUQEKQNÏIKEQUq
EQOQGNJGEJQFGSWGGPVKGPFGSWGNCRTKPEKRCNFGƂEKGPEKCFGNC
UQEKQNQIÉCGUUWUGRCTCEKÏPFGNUWLGVQ[GNQDLGVQGNOQFQGPSWG
combina la “contingencia” del predicado con la “externalidad” del 
proceso de juicio46.
VII
#RGUCTFGUWUFKHGTGPEKCUNQUVGOCUSWGTGCRCTGEGPGPGUVCUXGT-
UKQPGUFGNQSWGGUNCETÉVKECtNCUFG9KNNKCOU'CINGVQP1UDQTPG
Horkheimer y Marcuse— giran en torno a unos argumentos pareci-
FQUWPCHQTOCRTQEGUWCNQRTCZKCNFGETÉVKECGPEQPVTCRQUKEKÏPCQVTC
GPNCSWGNCGZVGTPCNKFCFFGNLWKEKQUGRQPGFGTGNKGXGGPNCSWGNC
RTKOGTCFGGNNCUGUV½UKVWCFCGPNCJKUVQTKC[UGUKVÖCCUÉOKUOCEQOQ
JKUVÏTKEC47*QTMJGKOGTJCEGWPCQDUGTXCEKÏPRCTVKEWNCTOGPVGUCIC\
CNTGURGEVQ5GTÉCKPEQTTGEVQPQUFKEGCUWOKTSWGGNVGÏTKEQVTCFKEKQ-
PCNRTQOWGXGVQNGTCQUKORNGOGPVGPQEQPUKIWGTGEQPQEGTNCUKPLWU-
ticias sociales; de hecho, hay muchos de ellos que se oponen de for-
OCHWPFCOGPVCNCNCFGUKIWCNFCFUQEKCN[CNCFKUETKOKPCEKÏP0QGU
GNUGPVKOKGPVQUWDLGVKXQNCCEVKVWFRQNÉVKECNCEQPXKEEKÏPRGTUQPCN
NCRQUGUKÏPFGEQPQEKOKGPVQETÉVKEQQNCRTGHGTGPEKCUQEKCNNQSWGFKU-
VKPIWGCNQUVGÏTKEQUETÉVKEQU.QSWGNQUFKHGTGPEKCFGNQUVGÏTKEQUVTC-
dicionales, sostiene Horkheimer, es que los primeros establecen una 
FKXKUKÏPGPVTGUWp[QGURGEKCNKUVCqQRTQHGUKQPCN[UWp[QEKWFCFCPQq 
GUFGEKTGNEQPQEKOKGPVQSWGFCGUEKPFKFQFGNCCEVKXKFCFRQNÉVKEC
La idea del yo ciudadano —que también aparece en la llamada que 
JCEG.WM½EUCNCƂIWTC
PCTTCVKXCFGNpcitoyen militante”— se ha 
XKUVQEQORTQOGVKFCÖNVKOCOGPVG48. Suena, o bien demasiado huma-
PKUVCFGOCUKCFQCHGTTCFCCNCKFGCFGNUWLGVQTCEKQPCN
QEGPVTCFQ
QFGOCUKCFQFGRGPFKGPVGFGNCPCEKÏP[FGNGUVCFQ
FQPFGEQPXKXGP
CSWGNNQUSWGIQ\CPFGNRTKXKNGIKQFGNCEKWFCFCPÉC[CSWGNNQUSWG
SWGFCPGZENWKFQUFGÅUVCUWGPCFGOCUKCFQburguesa.0QUJCEGRGP-
sar en algunas demandas más recientes de satisfacer los requisitos 
FGEKWFCFCPÉCGPNCKPVTQFWEEKÏPFGENCUGUFGEKWFCFCPÉCGPGN
currículo escolar, o en esas exhortaciones por parte de políticos 
neoliberales a que juguemos el papel que nos corresponde en la ges-
VKÏPFGNCCWUVGTKFCFTC\QPGUO½USWGUWƂEKGPVGURCTCFWFCTFGSWG
GUVCKFGCRWGFCTGUWNVCTNGÖVKNCWPRTQ[GEVQUQEKCNETÉVKEQ[TCFKECN 
Sin embargo, este “yo ciudadano” también podría entenderse como 
GN [Q pRÖDNKEQq pRQNÉVKEQq pOQXKNK\CFQq Q KPENWUQ pRCTVKUCPQq
Lo que es más, al quedarnos atascados en términos como “yo” o 
pEKWFCFCPQqGURQUKDNGSWGRGTFCOQUFGXKUVCGNRTKPEKRCNRTQDNGOC
5GVTCVCFGQVTCEQUCUGVTCVCFGFGUCƂCTNCEQUKƂECEKÏPFGNUWLGVQ
RQNÉVKEQ[UWFGNKOKVCEKÏPCWPRCRGNEQPVGORNCVKXQ
Aquí encontramos ya algunas ideas importantes para el con-
texto actual: puede que los defensores de la teoría crítica de hoy 
—incluyendo a la teoría crítica del arte y la cultura— se compro-
OGVCPKFGQNÏIKEC[UWDLGVKXCOGPVGEQPNCRQNÉVKECRTQITGUKUVCRGTQ
mientras este compromiso se siga manteniendo al margen de su 
CEVKXKFCFETÉVKECUGIWKT½UKGPFQHT½IKNUKGORTGCTKGUIQFGXQNXGTC
ECGTGPVQFQOGPQUGPPQODTGGPNCVGQTÉCVTCFKEKQPCN'UVQPQU
recuerda que debemos recoger el desafío lanzado por Marx a esas 
maneras de pensar que “conciben las cosas, la realidad, lo sensorial, 
bajo la forma de QDLGVQFGEQPVGORNCEKÏP, pero no como actividad sen-
sorial humana, no como prácticaPQFGWPOQFQUWDLGVKXQq49'UVCGTC
UWFGUETKREKÏPFGWPCUHQTOCUVGORTCPCUFGƂNQUQHÉCOCVGTKCNKUVC 
el idealismo, nos decía por otro lado, había subrayado la “parte acti-
XCqRGTQUÏNQFGHQTOCCDUVTCEVC'NKPVGTNQEWVQTKPOGFKCVQFG/CTZ
era Ludwig Feuerbach, que había pretendido dejar atrás la disyun-
EKÏPGPVTGGNOCVGTKCNKUOQ[GNKFGCNKUOQ
CDCUGFGCPVTQRQNQIK\CT
NCTGNKIKÏP2GTQRCTC/CTZ(GWGTDCEJPQJCDÉCEQPUGIWKFQRGPUCT
GPNQUGPUQTKCNEQOQWPCpCEVKXKFCFUGPUQTKCNJWOCPCRT½EVKECqPK
GPVGPFGTpNCRTQRKCCEVKXKFCFJWOCPCEQOQWPCCEVKXKFCFQDLGVKXC”; 
no había conseguido estar a la altura de sus propias demandas de 
sensibilidad, desplazando el pensamiento abstracto del idealismo 
EQPNCpEQPVGORNCEKÏPUGPUQTKCNqtNQUGPUQTKCNGPGNRGPUCOKGPVQ
GPNWICTFGNQUGPUQTKCNEQOQpETÉVKEQRT½EVKEQqs2QTUWRWGUVQWPC
FGNCURCTCFQLCUJKUVÏTKECUO½UHWPFCOGPVCNGUGPNCVGQTÉCETÉVKEC
FGNC'UEWGNCFG(T½PEHQTVtUQDTGVQFQVCN[EQOQNCGLGTEKGTQP
*QTMJGKOGT[#FQTPQtHWGUWTGXGTUKÏPCLWUVQGNVKRQFGCDQT-
FCLGUSWGGPWPRTKPEKRKQETKVKECDCP1EQOQ[CJGOQUXKUVQSWG
argumentaba Marcuse, su modo de darle la espalda a los problemas 
tGNRTQDNGOCFGNCRTCZKURTGUGPVCFCEQOQNCFKXKUKÏPUQEKCNFGN
VTCDCLQ[GNHTCECUQFGNCTGXQNWEKÏPtJCEGSWGGUQUOKUOQURTQDNG-
OCUUGXWGNXCPCKORQPGTFGHQTOCCDUVTCEVCFGPVTQFGNCUHQTOCU
ƂNQUÏƂECU
#FGO½UFGGNNQNCEWGUVKÏPSWGUGPQURNCPVGCJQ[tRCTVKEWNCT-
OGPVGGPNCCECFGOKCRQUVPWGXCK\SWKGTFCtRQFTÉCUGTÅUVCJCUVC
qué punto el “yo profesional” ha asumido la identidad y los tropos 
FGNp[QEKWFCFCPQqFGHQTOCUWDTGRVKEKC
RGTQPQRQTGNNQOGPQU
GHGEVKXCFGENCTCPFQRQUGGTNCpRTCZKUqFGÅUVGÖNVKOQ[UWGPHQSWG
JCEKCNCVTCPUHQTOCEKÏPFGNCVQVCNKFCFUQEKCN!50. Aunque a primera 
XKUVCRWFKGTCRCTGEGTSWGGUVCRQUVWTCVKGPGNCXGPVCLCFGPGICTUG
a separar a estos dos “yoes”, demasiado a menudo consiste en algo 
OWEJQO½UEKTEWPUETKVQNCCURKTCEKÏPWPKXGTUCNUGGNGXCFGUFGWPC
RGTURGEVKXCEQUKƂECFC.CGHGEVKXKFCFFGNCUCURKTCEKQPGURQNÉVKECU
inscritas en la transdisciplinariedad seguirá siendo imposible hasta 
SWGPQRNCPVGOQUECTCCGUVQUFQURTQDNGOCUGNFGNCUGRCTCEKÏP[
el de la pseudo-unidad.
49. Karl Marx, Tesis sobre Feuerbach, tesis 1 y 5.
'UVGGTCCOGPWFQGNRTQDNGOCFGNCpRTCZKU 
VGÏTKECqCNCSWGVCPVQCHGEVQVWXQCPVCÍQGN
CNVJWUUGTKCPKUOQEWNVWTCNCPINÏHQPQ
/CTEWUGp2JKNQUQRJ[CPF%TKVKECN6JGQT[q
p. 152.
46. Ibid#SWÉ/CTEWUGJCEGCNWUKÏPCNR½TTC 
fo 166 de .CGPEKENQRGFKCFGNCUEKGPEKCUƂNQUÏƂECU
lógica, donde Hegel habla del juicio. La formula-
EKÏPFG/CTEWUGGUOW[EKWFCFQUCPQGUCNLWKEKQ 
per seCNQSWGUGQRQPGUKPQNCUGRCTCEKÏP[GZVGT 
PCNK\CEKÏPFGUWQDLGVQ
6CODKÅPXCNGNCRGPCTGEQTFCTNCFGUETKREKÏP
que ofrece Kojin Karajani de la “transcrítica”, 
WPGUVWFKQSWGUGFGFKECGURGEÉƂECOGPVGC-CPV
[/CTZ5GIÖP-CTCVCPKNQpETÉVKEQqtSWGFG
PWGXQUGCUQEKCEQPNCVTCPUHQTOCEKÏPUQEKCNt
no debería entenderse ni como un modelo de 
crítica externo, ni como uno inmanente, sino 
como un momento de RCTCNCLG, que implica tan-
to un cambio temporal como una seria de accio-
PGURTQEGUWCNGUGPVTGGNUWLGVQ[GNQDLGVQ
VCP-
VQGPNCRTGFKECEKÏPEQOQGPGNCEVQFGNLWKEKQ
Kojin Karatani, Transcritique: On Kant and Marx, 
trad. Sabu Kohso, Cambridge: MIT, 2003.
48. He hablado del citoyen militante de Lukács 
en “Realism, Totality, and the Militant Citoyen: 
1T9JCV&QGU.WM½EU*CXGVQFQYKVJ%QPVGO 
porary Art?”, The Fundamental Dissonance of 
Existence: New Essays on the Social, Political and 
Aesthetic Theory of Georg Lukács0WGXC;QTM[
Londres: Continuum, 2011.
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.CCECFGOK\CEKÏPFGNCKPXGUVKICEKÏPCTVÉUVKECFWTCPVGNQUÖNVKOQU
FKG\CÍQUtRCTVKEWNCTOGPVGGPGN4GKPQ7PKFQ[GPGNTGUVQFG
'WTQRCtJCEQPVTKDWKFQCVTCPUHQTOCTRTQHWPFCOGPVGNCTGNCEKÏP
entre la artista como “hacedora” y la artista como “pensadora”. 
&GLCPFQCVT½UGUCNCTICVTCFKEKÏPFGNCFKXKUKÏPFGNVTCDCLQKPVGNGE-
VWCNGPGNOQFGTPKUOQ[GPEKGTVCUXGTVKGPVGUFGNRQUVOQFGTPKU-
OQGPNQUSWGGNCTVKUVCFGHGPFÉCUWGZRTGUKXKFCFPQVGÏTKECQUW
necesidad para transformar sensorialmente los materiales de forma 
directa, hoy en día se impulsa a los artistas a que trabajen en la 
teoría, es decir, a que traten la teoría como una parte explícita de 
NCUTGNCEKQPGUFGUWRTQFWEEKÏPCTVÉUVKEC#JQTCDKGPRQTUWRWGUVQ
GUVCGPVKFCFNCpVGQTÉCqGUWPCEQUCOW[CORNKCGKPFGƂPKFCWP
conjunto pluralista de metodologías y conceptos funcionales que 
se toman prestados de toda una serie de disciplinas y que enca-
LCPFGHQTOCRTCIO½VKECEQPNQSWGHWPEKQPCRCTCWPCCEVKXKFCF
FCFCGPWPEQPVGZVQEQPETGVQ;UKPGODCTIQGUVGECODKQGPNCU
prácticas laborales y la identidad de los y las artistas dentro de la 
CECFGOKCJCEQPVKPWCFQFGUCƂCPFQGNTGSWKUKVQFGSWGNQUCTVKUVCU
pJCICPqEQUCU[SWGNQUVGÏTKEQU[NQUETÉVKEQUUGFGFKSWGPFGURWÅUC
GZRNKECTNCU[CTGƃGZKQPCTUQDTGGNNCU'PGUVGUGPVKFQGNCTVKUVCFGN
PWGXQOKNGPKQJCEQPUGIWKFQGPXCTKQUUGPVKFQUFKHGTGPVGUNNGXCT
a desarrollo los cuatro axiomas y las cuatro demandas clásicas de 
la pedagogía del arte Conceptual.
.CETÉVKECFGNCFKXKUKÏPKPVGNGEVWCNFGNVTCDCLQEQOQGLGORNQFG
una Bildung TGXQNWEKQPCTKC
NCUEQOWPKFCFGUFGCWVQCRTGPFK\CLG
ETÉVKEQ
.CKORQTVCPEKCFGNCEQPVTKDWEKÏPFGNCTVKUVCSWGGUETKDGCNC
crítica de las ideologías de la espontaneidad del arte, de la identidad 
del arte y de la artisticidad.
.CFGUVTWEEKÏPFGNCXKUWCNK\CEKÏPRKEVÏTKECEQOQEQTQNCTKQFGN
XCNQT[GNUKIPKƂECFQCTVÉUVKEQ
pNCXGTFCFGZGPVCFGKOCIGPq
'NTGEWTUQCPWGXCUTGNCEKQPGUFGEQPQEKOKGPVQU[JCDKNKFCFGU
DCUCFCUGPNCUVGEPQNQIÉCUFGTGRTQFWEEKÏP
2QTWPNCFQGUVQUEWCVTQCZKQOCUXQNXÉCPNCOKTCFCJCEKCNCXCP-
IWCTFKCJKUVÏTKECRGTQRQTQVTQPQCNDGTICDCPNCO½UOÉPKOC
KNWUKÏPFGSWGFKEJQNGICFQRWFKGTCUGTTGEQPUVTWKFQFGUFGEGTQ
PQUÏNQRQTSWGNCUEQPFKEKQPGURCTCNCGOGTIGPEKCJKUVÏTKECFGNC
XCPIWCTFKC[CPQGZKUVKGTCPUKPQRQTSWGPQUGRQFÉCEQPƂCTCNQU
JKUVQTKCFQTGUFGNCTVGQETÉVKEQUQƂEKCNGUNCVCTGCFGFCTCEQPQEGT
GKPVGTRTGVCTNCXCPIWCTFKC4GUWOKGPFQNCTGXKVCNK\CEKÏPFGNCU
demandas intelectuales de unos artistas que también querían escri-
DKTVGPÉCSWGDCUCTUGGPNCGZECXCEKÏP[TGEQPUVTWEEKÏPJKUVÏTKECFG
WPRCUCFQKPCEEGUKDNGWQRCEQ'URQTGUVQRQTNQSWGCƂPCNGUFGNQU
UGUGPVC[RTKPEKRKQUFGNQUUGVGPVCGNCTVKUVCVWXQSWGEQPXGTVKTUG
necesariamente en el historiador y el crítico de su propia produc-
EKÏPRCTCRQFGTFGUCƂCTNCUCRQTÉCUFGNOQFGTPKUOQ[UWCPVCIQ-
PKUOQEQPUVKVWVKXQJCEKCGNCTVKUVCEQOQRGPUCFQT'NTGUWNVCFQFG
GUVGRTQEGUQHWGFQDNGNCTGKPUGTEKÏPFGNCTVKUVCGPEQOWPKFCFGU
FGCWVQCRTGPFK\CLG[PWGXCUTGFGUFGHQTOCEKÏPCTVÉUVKEC[UQEKCN

Bildung[EQGZVGPUKXCOGPVGGNGUVCDNGEKOKGPVQFGWPRTQITCOC
GZVGPFKFQFGCWVQFKFCEVKUOQVGÏTKEQSWGGPITCPOGFKFCPQUWT-
IKÏVCPVQFGNCCECFGOKCEQOQFGNCUGUEWGNCUQDTGTCU[ITWRQUFG
NGEVWTCQDTGTQU*WGNICFGEKTSWGGUH½EKNUQDTGXCNQTCTNQUGHGEVQU
RQNÉVKEQU[RGFCIÏIKEQUFGGUVCUVTCPUHQTOCEKQPGURGTQCUÉ[VQFQ
NQUCTVKUVCUGUVCDCPQDNKICFQUCEQORCTVKTWPFGUCHÉQQNNGXCDCPC
ECDQGUVGVTCDCLQVGÏTKEQGJKUVÏTKEQRGTUQPCNOGPVGQGNVTCDCLQUG
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GPWPENKOCFGGZVTGOCJQUVKNKFCFJCEKCNCKPXGUVKICEKÏPJCEKCGN
CTVGEQOQKPXGUVKICEKÏPSWGUGFGUCTTQNNCCNOCTIGPFGNCCECFGOKC
'PQVTCURCNCDTCUNCETGEKGPVGFKUQNWEKÏPFGNethos romántico del 
CTVKUVCUOGFKCPVGNCCUKOKNCEKÏPFGNCTVGGPNCUGUVTWEVWTCUFGNC
XKFCWPKXGTUKVCTKCUWRQPGWPCQRQTVWPKFCFRCTCFGUCTTQNNCTPWGXCU
formas de autonomía crítica en el arte y, por tanto, ofrece la oportu-
PKFCFFGRTQFWEKTRTQITCOCUFGKPXGUVKICEKÏPEWNVWTCNCIQPÉUVKEQU
QKPENWUQTGXQNWEKQPCTKQU
#UÉRWGUNCKPEQTRQTCEKÏPFGNCTVGGPNCCECFGOKCPQEQPUVKVW[G
GPUÉOKUOCNCCECFGOK\CEKÏPFGNCTVGFGNOKUOQOQFQSWGNC
OGTECPVKNK\CEKÏPINQDCNFGNQDLGVQCTVÉUVKEQPQUWRQPGNCEQORNGVC
GTTCFKECEKÏPFGUWUXCNQTGUFGWUQ5GVTCVCFGNCHCNCEKCRQUVUKVWC-
EKQPKUVCFGNECRKVCNFGXGPKFQKOCIGP2QTVCPVQGUWPGTTQTCUWOKT
que el “territorio incierto de la teoría del arte” es resultado de una 
interdisciplinariedad promiscua o débilmente pragmática que se 
FGUOCPCGPGUVCUPWGXCUEQPFKEKQPGUFGRTQFWEEKÏPKPVGNGEVWCN 
Sin duda, este tipo de interdisciplinariedad puede conducir fácil-
OGPVGCRT½EVKECU[VGQTÉCUKPQEWCUQOGNKQTCVKXCU[RTQRQTEKQPCT
VQFCWPCUGTKGFGEQCTVCFCURCTCNCCRTQRKCEKÏPTGCEEKQPCTKCFGNC
EQPFKEKÏPRQUVCTVGUCPCNFGNCTVKUVC
RQTGLGORNQFGƂPKÅPFQNQEQOQ
WPGORTGPFGFQTQGORTGPFGFQTCPÏOCFC.QUSWGVTCDCLCOQUGP
GUVGUGEVQTXGOQU[GZRGTKOGPVCOQUGUVGJGEJQFGHQTOCEQVKFKC-
PCUQDTGVQFQCOGFKFCSWGGNUKUVGOCWPKXGTUKVCTKQUGRTGRCTC
RCTCNNGXCTCECDQPWGXQUCVCSWGUUQDTGNCUCTVGU[NCUJWOCPKFC-
FGUEQOQTGHWIKQUFGNCFKUGPUKÏP[GNRGPUCOKGPVQCPVKRQUKVKXKUVC
2GTQNC7PKXGTUKFCFKPENWUQGPGUVGRGTKQFQFGEQPVTCFKEEKÏPUQEKCN
idiotez y brutalismo neoliberal, sigue siendo un lugar donde los 
CTVKUVCUGPEWCPVQSWGRGPUCFQTGURWGFGPOQXGTJCEKCFGNCPVG
las limitaciones sociales del arte. La informalidad del estudio y del 
“mundo del arte” no consiguen hacer lo mismo de forma sistemá-
tica, en la medida en que no consiguen establecer las condicio-
PGUEQNGIKCNGURCTCNCRTQFWEEKÏPFGWPBildung, sobre todo en un 
OQOGPVQGPGNSWGNCXCTKGFCFKPVGNGEVWCNFGNCTVGEQPVGORQT½PGQ
KPUVKVWEKQPCNK\CFQCPKXGNFGNCUDKGPCNGUKPVGTPCEKQPCNGURTQFWEGP
NCCPQOKCFGNCpFKXGTUKFCFIGUVKQPCFCq
'UVGOQFGNQFGCTVGJCEKCNCKPXGUVKICEKÏPUWIGTKTÉCRQTVCPVQ
SWGGNRTQITCOCFGFQEVQTCFQUWPKXGTUKVCTKQURCTCCTVKUVCUTGRTG-
UGPVCWPOQFGNQEN½UKEQFGGURCEKQFGGPENCXGRCTCNCTGPGIQEKC-
EKÏPTCFKECNFGNCTVG[FGNCTVKUVCGPGNOQOGPVQJKUVÏTKEQFGNC
FKURGTUKÏP[FKUQNWEKÏPUQEKCNFGNCTVKUVCWPNWICTFQPFGGNQNC
CTVKUVCRWGFGGZRCPFKTUWUKPVGTGUGUGPWPCpCVOÏUHGTCFGCRQ-
[QCNCKPXGUVKICEKÏPq2GTQGUOWEJQO½USWGGUVQ'UVCUWRWGUVC 
pCECFGOK\CEKÏPqFGNCTVGGUVCODKÅPWPCQRQTVWPKFCFRCTCIGPG-
TCTPWGXCUHQTOCUFGGPVTGPCOKGPVQETÉVKEQFGPVTQFGNQURTQDNG-
OCU[NQUOCTEQUFGNCRT½EVKECCTVÉUVKECCXCP\CFC'UFGEKTUKP
NCGZRCPUKÏPFGNQURTQITCOCURCTCCTVKUVCUNCTGNCEKÏPHWPEKQPCN
GPVTGNCWPKXGTUKFCF[NCRT½EVKEC[VGQTÉCCTVÉUVKECUGTÉCPO½UFÅDK-
NGURQNÉVKEC[VGÏTKECOGPVG&GJGEJQNQUO½UCODKEKQUQURTQITC-
OCUFGFQEVQTCFQRCTCCTVKUVCURQUGGPWPTQNRGFCIÏIKEQGZRNÉEKVQ 
GNEQPUVTWKTNCUEWCFTKNNCURKQPGTCUSWGFCT½PHQTOCCNCFKTGEEKÏP
RTQITGUKXCFGHWVWTCUNWEJCUCTVÉUVKECU[EWNVWTCNGU2QTVCPVQSWG
los artistas abandonaran la idea de tener doctorados, ya se basen 
éstos en la teoría o en la práctica, para defender un sentido más anti-
guo de autonomía artística al que siguieran aferrados, sería rendirse 
a esos que confunden la resistencia del arte a la instrumentaliza-
EKÏPEQPUWTGUKUVGPEKCCNCVGQTÉC
SWGFCTÉCUKPJCEGT2QTVCPVQGPGUVGTGURGEVQNCTGEQPƂIWTCEKÏP
del artista-como-pensador se podría entender como un efecto de la 
infraVGQTK\CEKÏPFGNCTVGCXCP\CFQGPGNRGTKQFQFGNCTGCEEKÏPCN
modernismo y el pathos FGNCFGUCRCTKEKÏPFGNCXCPIWCTFKCFGNCU
JKUVQTKCUFGNCRT½EVKECCTVÉUVKECQRGTCVKXCU
5KPGODCTIQJQ[GPFÉCtUÏNQVTGKPVC[EKPEQCÍQUFGURWÅUFG
esta ruptura— el artista opera en un campo postconceptual en el 
SWGNCVGQTÉCGUWPOCVGTKCNEQPUVKVWVKXQ[EQVKFKCPQFGTGƃGZKÏP
CIGPEKC[TGRTGUGPVCEKÏPFGPVTQ[HWGTCFGNGUVWFKQ&GJGEJQFGN
mismo modo que las instituciones y las estructuras de apoyo al arte 
JCPETGEKFQ[UGJCPUQNKFKƂECFQCPKXGNINQDCNFWTCPVGGUVGRGTKQFQ
NCRTQFWEEKÏPVGÏTKECen el arte, sobre el arte y en cuanto que CTVG
GP
EWCPVQSWGGNEQPVGZVQUQUVGPGFQT[FGENCTCVKXQGPGNSWGGNCTVG
GOGTIGJCEQPUGIWKFQWPCGZVTCQTFKPCTKCJGIGOQPÉC*Q[GPFÉC
GNCTVKUVCtGPUWEQPFKEKÏPIGPÅTKEC[RQUVCTVGUCPCNtVTCDCLCEQP
UQDTG[GPNCPGIQEKCEKÏPETÉVKECEQPWPGPQTOGECORQFGVGZVQU
JKUVÏTKEQU[VGÏTKEQUUQDTGNQOQFGTPQGPGNCTVGEQOQGNOGFKQ
que proporciona a los y las artistas las habilidades y competencias 
PGEGUCTKCU'PQVTCURCNCDTCUEQPGNUCDGTJCEGTSWGNGURGTOKVG
UCDGTSWÅpJCEGTqQpRTQFWEKTqQEÏOQRGTOKVKTCQVTQUSWGpJCICPq 
[pRTQFW\ECPqGPUWPQODTG'PGUVGUGPVKFQGNCTVKUVCEQOQRGPUC-
FQTGUJQ[RQTJQ[WPCƂIWTCVCPFQOKPCPVGEQOQTWVKPCTKCGPGUVG
mundo inmaterial exponencialmente extendido del juicio estético 

KPENWUQCRGUCTFGSWGNQUOGTECFQUUKICPCEQTTCNCPFQXKQNGPVC-
mente todo lo que los artistas piensan en una forma asimilable e 
KPVGTECODKCDNG#UÉSWGCITCPFGUTCUIQUNQSWGGPUWFÉCHWGWPC
EQPFKEKÏPFGNCWVQFKFCEVKUOQ[FGNCUPGEGUKFCFGUEQVKFKCPCUFGNC
TGPQXCEKÏPCTVÉUVKECUGJCEQPXGTVKFQJQ[GPCNIQSWGUGIGUVKQPC
FGHQTOCRTQHGUKQPCN'NCTVKUVCJCCUKOKNCFQNCpVGQTÉCqPQ[CEQOQ
WPCPGZQFGNCRT½EVKECUKPQEQOQWPCRT½EVKECVGÏTKECRTQRKCOGPVG
dicha.
#JQTCDKGPUKGUVQRCTGEGCPWPEKCTWPCKPVGTFKUEWTUKXKFCFUKP
precedentes entre lo que los artistas hacen como pensadores y lo 
SWGNQUVGÏTKEQUJCEGPEQOQRGPUCFQTGU[NQSWGNQUEQOKUCTKQU
JCEGPEQOQRGPUCFQTGUtGPNCOGFKFCGPSWGNCRTQFWEEKÏPFGNC
QDTCFGCTVGEQPVGORQT½PGCGUKPXCTKCDNGOGPVGUGPUKDNGCNCTGF[
VTCPUKVKXCtGUVGKPVGTECODKQFGNVTCDCLQKPVGNGEVWCNFGNCTVKUVCEQP
el trabajo de los y las no-artistas no se debería confundir con un 
profesionalismo regresivo, con una especie de desarrollo profesional 
ECURQUQCNCKOCIGP[UGOGLCP\CFGNCPWGXCENCUGOGFKCHWPEKQ-
PCTKCN'UVCECTCEVGTK\CEKÏPTGUWNVCFGOCUKCFQDWTFCGKPUVTWOGP-
tal, como si el auge del artista-como-pensador y estas formas de 
KPVGTFKUEWTUKXKFCFHWGTCPUÏNQWPCVCSWGEQPVKPWCFQCNCKPFGRGP-
dencia y autonomía del arte: es decir, se presupone que al integrar 
CNCTVGGPNCWPKXGTUKFCFFGHQTOCEQORNGVCOGPVGEQPUVKVWKFCNC
KPFGRGPFGPEKC[PGICVKXKFCFFGNCTVGRWGFGPUGTEQPVTQNCFCU[GXC-
NWCFCUO½UGƂEC\OGPVG'PNWICTFGGNNQNQSWGGUV½GOGTIKGPFQ
GUCNIQO½UKPVGTGUCPVG[OGPQUTGUVTKEVKXQNCKPUGTEKÏPFGNCTVG
GPNQUOCTEQUFGKPXGUVKICEKÏPFGNCWPKXGTUKFCFRTQRQTEKQPCGN
espacio autodirigido PGEGUCTKQRCTCSWGNQUCTVKUVCUGXCNÖGPCXCP-
EGP[TGGPOCTSWGPUWEQPFKEKÏPRQUVCTVGUCPCN[RQUVEQPEGRVWCN 
'PGUVGUGPVKFQGNFGUCTTQNNQIGPGTCNK\CFQFGRTQITCOCUFGFQEVQTC-
FQRCTCCTVKUVCUGPGN4GKPQ7PKFQ['WTQRCPQFGDGTÉCGPVGPFGTUG
EQOQWPCUQDTGRTQHGUKQPCNK\CEKÏPFGNQUCTVKUVCUGPEQPFKEKQPGUFG
desempleo generalizado o infraempleo de los artistas, sino como 
WPCQRQTVWPKFCFRCTCTGEQPƂIWTCTNQSWGGUCBildung en cuanto que 
HQTOCGLGORNCTFGGFWECEKÏPRQFTÉCUKIPKƂECTRCTCNQUCTVKUVCUJQ[
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'UVQUFQUR½TTCHQUXKGPGPCUKPVGVK\CTEQOQVGPVCVKXCKPKEKCNOK
RQUKEKÏPEQPTGURGEVQCNVGOCSWG;CK\C*GTP½PFG\PQURNCPVGÏGP
el encuentro del pasado diciembre. De hecho, constituyen el resu-
OGPSWGRQTGPVQPEGUNGGPXKÅEQOQRTGUGPVCEKÏPFGOKRQPGPEKC
&GUFGGPVQPEGUJGRQFKFQTGXKUCTEQPO½UFGVGPKOKGPVQGNDWNNK-
cioso y, en no pocas ocasiones, sorprendente debate que se ha abier-
VQGPGUVQUÖNVKOQUCÍQUUQDTGNCGURGEKƂEKFCFFGNCKPXGUVKICEKÏP
artística1;CWPSWGGNGPEWGPVTQPQGUVCDCEGPVTCFQGPNCEWGUVKÏP
FGNCGPUGÍCP\CGP$GNNCU#TVGUNCUPWGXCUNGEVWTCUJCPTGCƂTOC-
FQOKEQPXGPEKOKGPVQFGSWGNCGFWECEKÏPCTVÉUVKEC
NQUUCDGTGU[
JCDKNKFCFGUSWGECDGGZKIKTNGCWPLQXGPSWGSWKGTGUGTCTVKUVCJC
XGPKFQCEQPUVKVWKTUGGPWPPWFQIQTFKCPQFGUFGGNSWGCDQTFCTNCU
RCTCFQLCU[EQPVTCUGPVKFQUVCPVQFGNCPWGXCWPKXGTUKFCFEQOQFGN
CTVGCEVWCN2GTQPQGUGUVGGNNWICTPKGNOQOGPVQRCTCFGUCTTQNNCT
GUVCRGTURGEVKXCGPRTQHWPFKFCF'NRTGUGPVGVGZVQRTGVGPFGTGVQ-
mar algunas de las cuestiones abordadas en las citadas jornadas. 
5WKPVGPEKÏPPQGUQVTCSWGNCFGQHTGEGTWPCRTKOGTCRTQRWGUVCFG
VTCDCLQ[WPCEGTECOKGPVQRTQXKUKQPCNCNCKPVTKPECFCTGFFGRTQDNG-
mas que allí se plantearon.
'ORGEGOQUGPRTKOGTNWICTEQPNCUFKƂEWNVCFGURQTNCUSWGCVTC-
XKGUCGNCTVGGPNC7PKXGTUKFCF&GUFGWPRWPVQFGXKUVCCECFÅOKEQ
GNCTVGJCXGPKFQCEQPUVKVWKTUGGPRKGFTCFGVQSWGFGNCXKQNGPEKC
EQPSWGNCJQOQNQICEKÏPFGNGURCEKQFGGPUGÍC\CGWTQRGQJCFGTKXC-
do en la uniformidad de un modelo de saber que tiende a ser exclu-
UKXKUVCEWCPVKƂECDNGGPUWUTGUWNVCFQU[CDKGTVCOGPVGOGFKCVK\CFQ
RQTUWUƂPGU
RQNÉVKEQU[GEQPÏOKEQUEQOQGUQDXKQ&GGPVTGVQFCU
NCUFKUEKRNKPCUJWOCPÉUVKECUNCFGNCTVGtNKICFCKPGXKVCDNGOGPVG
a un modelo de experiencia— es la que más se resiste a ser abor-
FCFCEQOQWPEQPQEKOKGPVQKPVGNGEVWCNGURGEÉƂEQVTCPUOWVCDNG
GPWPC KPHQTOCEKÏPQEQOWPKECEKÏPEQPEGRVWCNtFKUEWTUKXCt 
[GXCNWCDNGFGWPOQFQOGPUWTCDNGtOGFKCPVGETKVGTKQUQDLGVKXQU[
WPKXGTUCNGU%QOQGUGXKFGPVGNCRTKOGTCFKUVKPEKÏPSWGJCDTÉCSWG
GUVCDNGEGTCSWÉGUNCSWGUGRCTCCWPGUVWFKCPVGWPKXGTUKVCTKQFGWP
CTVKUVCRGTQCÖPCUWOKGPFQSWGNQSWGUGGXCNÖCGPWPGUVWFKCPVG
PQGUNQOKUOQSWGUGFGDGXCNQTCTGPWPCTVKUVCNQEKGTVQGUSWGGP
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NCGFKEKÏPFGNNKDTQCuerpos a motor, 
GFKVCFQRQTGN%##/FG.CU2CN-
mas y el CGAC de Santiago de 
Compostela en 1997. Desde los 
CÍQUXKGPG KORCTVKGPFQEQP-
ferencias y publicando artículos 
GPTGXKUVCUGURGEKCNK\CFCU'PNC
actualidad es director de ACTO: 
revista de pensamiento artístico con-
temporáneo
GFKEKÏPFKIKVCNrevista-
acto.net
'PVTGNQUNKDTQUO½UTGEQOGPFCDNGU6JKGTT[
FG&WXGFaire école (ou la refaire?), Ginebra: Les 
RTGUUGUFWTÅGN,COGU'NMKPUWhy Art Can-
not be Taught: A Handbook for Art Students, Illinois: 
7PKXGTUKV[QH+NNKPQKU2TGUU[,COGU'NMKPU

GFArtists with PhDs: On the New Doctoral Degree 
in Studio Art9CUJKPIVQP0GY#ECFGOKC2WD-
lishing, 2009; Katy MacLeod y Lin Holdridge 

GFU6JKPMKPI6JTQWIJ#TV%TKVKECN4GƃGEVKQPU
on Emerging Research, Londres: Routledge, 2005. 
#UÉ EQOQ NCU XCTKCFCU TGXKUVCUG [ NQU KPHQT-
mes institucionales que pueden localizarse en 
la red.
.CCEVWCNRQNÅOKECGPVQTPQCNCpKPXGUVKICEKÏPqGP$GNNCU#TVGUGUV½RTQ-
RKEKCFCRQTWPRTQDNGOCEWTTKEWNCTSWGGPTGCNKFCFXKGPGCHGEVCPFQC
NQUGUVWFKQUCTVÉUVKEQUFGUFGSWGGUVQUUGKPEQTRQTCTQPCNC7PKXGTUKFCF
'UUKIPKƂECVKXQSWGGUV½UKVWCEKÏPNCVGPVGFGUFGJCEGCÍQUUGRTGUGPVG
CJQTCEQOQWPFGDCVGPWGXQ[WTIGPVGLWUVQGPGNOQOGPVQGPSWG
NC+&KUGJCEQPXGTVKFQGPNCOGVC[GNOQFGNQFGNUCDGTWPKXGTUCN 
'UFGEKTGPGNOQOGPVQGPSWGFGPKPIÖPECORQQFKUEKRNKPCCECFÅ-
OKECECDGGURGTCTWPCKPXGUVKICEKÏPSWGPQGUVGUWRGFKVCFCEWCPFQ
PQFGVGTOKPCFCRQTEQPEGRVQUVCPRQEQpEKGPVÉƂEQUqtVCPUWDTGRVKEKC-
OGPVGKFGQNÏIKEQUtEQOQUQPNC+PPQXCEKÏP[GN&GUCTTQNNQ
Al mal ajuste que los estudios artísticos han tenido desde siem-
RTGGPNC7PKXGTUKFCFUGUWOCCJQTCGUVGPWGXQGKORGTKQUQTGENCOQ
FKTKIKFQCVQFQVKRQFGUCDGTSWÅRWGFGUtSWÅUCDGUtJCEGTRQTNC
+PPQXCEKÏP[GN&GUCTTQNNQ!7PCRTGIWPVCSWGEQOQGUQDXKQXCO½U
allá del debate meramente académico y que ha situado a la práctica 
CTVÉUVKECFGGPVTGVQFCUNCUFKUEKRNKPCUJWOCPÉUVKECUGPNCRQUKEKÏP
O½UFKHÉEKN[EQPVTCFKEVQTKC&GUFGWPRWPVQFGXKUVCGRKUVÅOKEQPQ
FGDGTÉCJCDGTPKPIWPCQDLGEKÏPGPRGPUCTGPGNCTVGEQOQWPUCDGT
como un tipo de saber-hacer, del mismo modo que también lo sería la 
VGEPQEKGPEKC2GTQGNRTQFWEKTFGNCTVGUGDCUCGPNCCEEKÏPFGOQUVTCT
OKGPVTCUSWGGNRTQFWEKTVGEPQEKGPVÉƂEQUGUWUVGPVCGPNCGHGEVKXKFCF[
NCFGOQUVTCEKÏP.CEWGUVKÏPGPRTKPEKRKQKTTGUQNWDNGRCTGEGUGTGUVC
EÏOQRWGFGFGOQUVTCTGNCTVGSWGCSWGNNQSWGUÏNQCNECP\CCOQUVTCT
tVCNEQOQNGEQTTGURQPFGtUKTXGGHGEVKXCOGPVGCNCPWGXCVGNGQNQIÉC
FGNC+PXGUVKICEKÏPtGPVGPFKFCEQOQGNUWOCPFQFGNC+PPQXCEKÏP[
el Desarrollo—?
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TGUWNVCOW[RTQDNGO½VKEQCƂTOCTSWGGUGEQPQEKOKGPVQUGCFGNOKU-
OQQTFGPSWGGNFGWPUCDGTTC\QPCDNG
GUFGEKTSWGRWGFCVGPGT
WPXCNQTFGOQUVTCVKXQSWGFGRGPFCFGUWGƂECEKCQSWGXGPICC
EQTTQDQTCTQHCNUCTNCXCNKFG\FGWPCJKRÏVGUKU5GVTCVCFGWPCFKHG-
rencia básica pero fundamental. Cuando hablamos de conocimiento 
GPIGPGTCNPQGUVCOQUGZENW[GPFQPKPIÖPOQFQFGGZRGTKGPEKC 
tUGRWGFGEQPQEGTNCTC\ÏPFGNCUEQUCURGTQVCODKÅPUGRWGFG
conocer a alguien, un lugar, a uno mismo, etc. Sin embargo, cuan-
do adjudicamos al arte un modo de conocimiento concebido como 
un saber fundado —aunque sea presuntamente— en un método 
QUKUVGOCTC\QPCDNGtFGOQUVTCVKXQtCNJCEGTNQGNKOKPCOQUFG
un plumazo toda posibilidad de mediación artística, en especial el 
carácter radical y necesariamente procesual de la experiencia que 
le es propia: a saber, el hecho de que su sentido no descansa en unos 
supuestos predicados artísticos —comunicables—, sino en aquello 
que ocurra en el proceso de su propio acontecer, en aquello que 
VQFCQDTCUÏNQRWGFGOQUVTCTQFCTCEQPQEGTenCEVQ'UQSWGUG
muestra en la experiencia que hacemos de la obra no puede ser 
VTCFWEKFQPKVTCPUETKVQEQOQUKUGVTCVCTCFGOGTCKPHQTOCEKÏPEQP-
EGRVWCNHWGTCFGNCUKVWCEKÏPtFGNRTGUGPVGVGORQTCN[GURCEKCNt[
FGNQUGNGOGPVQUOCVGTKCNOGPVGUKIPKƂECVKXQUSWGNCEQPHQTOCP2. 
5KEQPXGPKOQUSWGNCCWVQPQOÉCFGNCTVGUKIWGUKGPFQWPfait social 
t[PQJC[PKPIÖPKPFKEKQGPGNartworldSWGKPXKVGCRGPUCTNQ
EQPVTCTKQtGUVGECT½EVGTTCFKECNOGPVGGXGPVWCNtEQOQGXGPVQ[
EQOQRTQXKUKQPCNKFCFtFGNpEQPQEKOKGPVQqCTVÉUVKEQXGPFTÉCCEQPU-
VKVWKTUGGPGNRTKPEKRCNFKURQUKVKXQFKHGTGPEKCFQTGPVTGNCGZRGTKGPEKC
CTVÉUVKEC[NCGZVTCTVÉUVKEC7PCFKHGTGPEKCGURGEKCNOGPVGRGTVKPGPVG
RCTCGXKVCTEQPHWPFKTNQSWGUGRWGFGGPVGPFGTFGOCPGTCTC\QPC-
DNGUGIÖPRTGUETKDGPNCUFKUEKRNKPCUWPKXGTUKVCTKCUpVTCFKEKQPCNGUq
con aquello que se puede entender por medio del arte: frente al 
saber del discurso razonable el saber artístico no nos ayudaría a 
comprender algo distintoGUFGEKTWPEQPVGPKFQGURGEÉƂEQFKHGTGP-
ciado pero equiparable al de otras disciplinas, sino de otro modo, 
GUFGEKTRQTOGFKQFGWPCGZRGTKGPEKCCEVWCN
[GPEQPUGEWGP-
EKCKPGXKVCDNGOGPVGcorporalSWGUWRQPGFGJGEJQWPCPGICEKÏP[
UWDXGTUKÏPFGNFKUEWTUQFGNCTC\ÏPOGVÏFKEC'UVCKPUCNXCDNGFKHG-
TGPEKCGRKUVÅOKECGUNCSWGUKGORTGJCQDNKICFQCNCGPUGÍCP\C
CTVÉUVKECFGUFGUWTGEKGPVGKPEQTRQTCEKÏPCNC7PKXGTUKFCFCOCP-
VGPGTUGGPWPFGNKECFQ[HQT\CFQGSWKNKDTKQ7PCHT½IKNRQUKEKÏPSWG
PQJCJGEJQUKPQGZVTGOCTUGGPUWUEQPVTCFKEEKQPGUEQPGNPWGXQ 
2NCP$QNQPKC
Hay algo de perogrullesco en esta defensa de la singularidad del 
CTVG'PCRQ[QFGNCFKUVKPEKÏPSWGFGOCPGTCGUSWGO½VKECCECDC-
OQUFGGUDQ\CTRQFTÉCOQUVTCGTCEQNCEKÏPUKGORTGGPUWVTC\Q
ITWGUQRQUKEKQPGUGUVÅVKECUVCPFKXGTUCUEQOQGPVTGQVTCUNC6GQTÉC
Crítica de Adorno, la Hermenéutica de Gadamer, la Analítica de 
9KVVIGPUVGKPNC&GEQPUVTWEVKXCFG&GTTKFCCUÉEQOQNCVGQTÉCFGNC
KOCIGPCPCETÏPKECFG&KFK*WDGTOCPNQUCP½NKUKURGFCIÏIKEQUFG
6JKGTT[FG&WXGQGNEQPEGRVQFGEWGTRQOGFKQFG$GNVKPI2QTNQ
FGO½UUGVTCVCFGWPCFKHGTGPEKCCNCSWGCRGNCGNUGPVKFQEQOÖPFG
EWCNSWKGTCTVKUVCQCƂEKQPCFQWPCQDTCRWGFGKPVGTRTGVCTUGcomo si 
fuera un discurso, pero de ello no cabe deducir que pueda ser 
TGFWEKDNGCGPWPEKCFQUFKUEWTUKXQU5GCGNKPFKXKFWQGPEWGUVKÏP
consciente de ello o no, esta particularidad irreductible se debe a 
SWGGPVQFCQDTCUGSWKGDTCNCTGNCEKÏPCWVQO½VKEC[EQFKƂECFC
GPVTGUKIPQ[UKIPKƂECFQtWPCCWVQOCVK\CEKÏPRQTEKGTVQUKPNC
cual no se podría comunicar el saber de ninguna de las disciplinas 
ninguna otra Facultad ha resultado, y sigue resultando, tan proble-
O½VKEQGUVCDNGEGTETKVGTKQUEQPXGPEKQPCNGUUQDTGCNIQVCPGNGOGPVCN
como qué es o qué debería ser una tesis propia.
2QTNQSWGTGURGEVCCNCTVGEQOQFKUEKRNKPCtUKGUSWGRWGFG
JCDNCTUGFGNCTVGGPGUVQUVÅTOKPQUtUWUXÉCUFGVTCPUOKUKÏP[
UWUETKVGTKQUFGXCNQTUWformación discursiva, a diferencia de lo que 
QEWTTGEQPQVTCUFKUEKRNKPCUWPKXGTUKVCTKCUFGRGPFGPO½UFGNOWP-
FQGZVGTKQTFGNQSWG&CPVQNNCOÏGPNQUCÍQUUGUGPVCartworld, 
SWGFGNCUCPEKÏPLGT½TSWKECFGNENCWUVTQ.QUKIPKƂECVKXQGUSWG
GPNCUÖNVKOCUFÅECFCUGNCTVGO½UEGNGDTCFQGPVTGNQUconnaisseurs, 
QEWCPVQOGPQUWPCRCTVGOW[TGXGNCPVGFGNOKUOQJCJGTGFCFQ
FGNCHCUGƂPCNFGNCXCPIWCTFKCFGNEQPEGRVWCNKUOQGPVGPFKFQ
GPUGPVKFQCORNKQWPCOCTECFCRTGFKURQUKEKÏPJCEKCGNFKUEWTUQ
VGÏTKEQ[JCEKCNCCWVQEQPEKGPEKCFGNCUKORNKECEKQPGUKFGQNÏIKECU
de su propia práctica. De manera que hoy asistimos a la siguiente 
RCTCFQLCOKGPVTCUGPNC7PKXGTUKFCFNQUFQEGPVGUGZRGTKOGPVCP
como una demanda urgente —como una carencia problemática— 
GNCIGPEKCTUGFGWPEQTRWUVGÏTKEQFGƂPKFQGSWKRCTCDNGCNFGQVTCU
disciplinas y del que dependerá su futuro profesional; en el artworld, 
GPGNUGEVQTO½UTGRTGUGPVCVKXQFGNOKUOQNQSWGRTKOCGPVTGCTVKU-
VCUETÉVKEQU[EQOKUCTKQUGUWPCOCTECFC[CUGTVKXCKPVGNGEVWCNK\C-
EKÏPFGNJGEJQCTVÉUVKEQtWPGZEGUQPQRTQDNGO½VKEQFGRGPUCOKGP-
VQGURGEWNCVKXQtSWGJCEGFGUECPUCTNCECRCEKFCFFGEQPXKEEKÏP
de las obras en una profusa —y en no pocas ocasiones confusa— 
TGVÏTKECVGÏTKEC
2CTCUGTTGCNKUVCU[RCTCCÍCFKTO½UEQORNGLKFCFCNCUKVWCEKÏP
JCDTÉCSWGKPUKUVKTGPSWGVCODKÅPGPNCU(CEWNVCFGU['UEWGNCUCEVWC-
NGUEQPXKXGPOQFGNQUQXKUKQPGUOW[FKXGTUCUFGNJGEJQCTVÉUVKEQ 
'PCNIWPCUFGGNNCUWPCRCTVGKORQTVCPVGFGNRTQHGUQTCFQRTQXKGPG
FGNCURT½EVKECUVCTFQXCPIWCTFKUVCUFGNQUCÍQUUGVGPVC[QEJGPVC 
;GPVTGNCRNCPVKNNCFQEGPVGJC[VCODKÅPCEÅTTKOQURCTVKFCTKQUFG
NC KPXGUVKICEKÏPCTVÉUVKECGPVGPFKFCEQOQpractice-based research. 
2GTQGUVQPQCHGEVCGPNQUWUVCPEKCNCNCRCTCFQLCSWGCECDCOQUFG
GZRQPGT5GCPRCTVKFCTKQUQPQFGNCTVGEQOQKPXGUVKICEKÏPNQUWPK-
XGTUKVCTKQUCNEQPVTCTKQSWGETÉVKEQUCTVKUVCU[EQOKUCTKQUUGXGPGP
la tesitura de tener que explicar de manera razonable a sí mismos, 
CUWUEQNGICU[CNCRTQRKCDWTQETCEKCWPKXGTUKVCTKCGPSWÅEQPUKU-
VGGUCGURGEKƂEKFCF7PCEWGUVKÏPSWGCRGUCTFGNCURTQOGUCUFG
OCUVGTGU[RTQITCOCUFGFQEVQTCFQQHGTVCFQUDCLQGNPWGXQNGOCFG
la researchRGTOCPGEGGPXWGNVCGPNCRQNÅOKEC
'UVGRCTCFÏLKEQGUVCFQFGEQUCUUGJCEGGURGEKCNOGPVGGXKFGP-
VGRQTNQSWGTGURGEVCCNQUWUQUFGNVÅTOKPQKPXGUVKICEKÏP'UWP
hecho constatable que la palabra research se ha constituido en el 
principal reclamo —y en la principal exigencia— de las numerosas 
EQPXQECVQTKCUFKTKIKFCUJQ[FGUFGFKUVKPVCUKPUVCPEKCUCNQULÏXGPGU
GUVWFKCPVGUQITCFWCFQUGPCTVG2QTNQIGPGTCNUGVTCVCFGWPWUQ
OGVCHÏTKEQQNQSWGGURGQTnaturalizado, de lo que se entiende por 
VCNGPNQU½ODKVQUEKGPVÉƂEQ[JWOCPÉUVKEQ0QTGUWNVCGXKFGPVG 
GPCDUQNWVQSWGNCHWPEKÏPQƂPCNKFCFFGNCTVGJC[CUKFQPWPECPK
UGCGPNCCEVWCNKFCFNCFGKPXGUVKICTGUFGEKTVCN[EQOQUGGPVKGPFG
en el medio académico, la de contribuir a un conocimiento razona-
DNGFGNOWPFQ6QFCUNCUFKUEKRNKPCUWPKXGTUKVCTKCUKPENW[GPFQGPVTG
NCUJWOCPKFCFGUCNC*KUVQTKCFGN#TVGQNC'UVÅVKECRQFTÉCPJCEGT
suya esta tarea sin mayores objeciones —bien es cierto, que desde 
RQUKEKQPGUVGÏTKECUOW[FKXGTUCUCUÉEQOQOGVQFQNÏIKECQRQNÉVKEC-
OGPVGKPEQORCVKDNGU'NRTQDNGOCGUSWGCUÉEQOQUGRWGFGFGEKT
UKPXKQNGPVCTUWTGCNKFCFJKUVÏTKECSWGGNCTVGRTQFWEGEQPQEKOKGPVQ 
 'UVG XCNQT FG CEVWCNKFCF EQOQ GU QDXKQ
UGIWKT½UKGPFQX½NKFQEQPKPFGRGPFGPEKCFGNC
KPVGPEKÏPKPFKXKFWCNFGNCTVKUVC&GOQFQSWG
también —y especialmente— en los casos más 
GZVTGOQUFGFKUQNWEKÏPGPVTGCTVG[XKFCPQU
encontraremos con que es este obrar, precisa-
mente, el que abre la posibilidad de una repre-
UGPVCEKÏPCTVÉUVKECOGPVGUKIPKƂECVKXC
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LA INVESTIGACIÓN COMO INSTANCIA LEGITIMADORA
&GVGPI½OQPQU GP GUVC CRCTGPVG EQPVTCFKEEKÏP GPVTG GN CTVG [
UWUFKUEWTUQUNGIKVKOCFQTGU2WGFGFGEKTUGSWGEQPNCRTQITGUKXC 
pEQPEGRVWCNK\CEKÏPqFGNCTVGGNRCRGNFGla teoría ha pasado a per-
EKDKTUGCWPVKGORQ[FGOCPGTCKPGXKVCDNGEQOQWPCECTGPEKC[
EQOQWPGZEGUQ%CTGPEKCRQTSWGUKGPFQNCKPXGUVKICEKÏPGNRTKPEK-
RCNRTQDNGOCVGÏTKEQSWGRNCPVGCPJQ[NC+PUVKVWEKÏP[NC#ECFGOKC
nadie sabe a ciencia cierta en qué puede consistir; exceso porque, 
CUWXG\VQFQGNOWPFQRCTGEGFCTRQTUWRWGUVCUWGZKUVGPEKC 
2GTQGNJGEJQFGSWGGUVCCODKXCNGPEKCJC[CRCUCFQCRTKOGTRNCPQ
en la actualidad, en gran medida a causa de los debates curricula-
TGUGPGNOCTEQFGN2NCP$QNQPKCPQFGDGNNGXCTPQUCGPICÍQ7PC
primera propuesta de trabajo podría quedar establecida como sigue: 
NCRGTEGREKÏPRCTCFÏLKECFGNRCRGNFGWPCVGQTÉClegitimadora en el 
CTVGtUWPCVWTCNG\CGZEGUKXC[ECTGPEKCNtGUEQPUWUVCPEKCNCNC
OQFGTPKFCF[UGGXKFGPEKCEQOQRTQDNGO½VKECFGUFGGNOKUOQKPK-
cio del proceso de su autonomía.
#NCCTSWKVGEVWTCpXKUKQPCTKCqFGNXVIII que, de una manera explíci-
ta, pretendían transparentar en sus formas los principios abstractos 
FGNCTC\ÏPUGNCEQPQEKÏCNRQEQVKGORQEQOQarchitecture parlante. 
'TCWPCOCPGTCKTÏPKECFGTGHGTKTUGCNGHGEVQGZVTCXCICPVGSWGRTQ-
ducían aquellas construcciones que se comportaban, que se ofrecían 
CNCOKTCFCEQOQUKUGVTCVCTCFGGPWPEKCFQUITCXGU[ITCPFKNQEWGP-
VGU.CUHQTOCUFGWPGFKƂEKQPQUÏNQRCTNQVGCDCPFGOCPGTCVCWVQ-
NÏIKECUQDTGNCHWPEKÏPCNCSWGUGGPEQPVTCDCFGUVKPCFQUKPQUQDTG
VQFQFGEÉCPCXQEGUGNFKUEWTUQtNCpOGVCHÉUKECCTSWKVGEVÏPKECqt 
SWGNQNGIKVKOCDC7PCFQDNGXCNGPEKCCWVQTTGƃGZKXCSWGPQJC[
SWGKPUKUVKTGPGNNQIWCTFCWPOCPKƂGUVQCKTGFGHCOKNKCEQPGN
CTVGFGNCUXCPIWCTFKCUGPGURGEKCNEQPGNFGUWHCUGÖNVKOC[O½U
extremada en la década de los sesenta. Claro que en las postrime-
rías del mito moderno, a diferencia de lo que ocurría en su fase 
GODTKQPCTKCGNTGEWTUQCNGPWPEKCFQVCWVQNÏIKEQ[CNCNGIKVKOCEKÏP 
pƂNQUÏƂECqRCUÏCEQPUVKVWKTUGRQTFGTGEJQRTQRKQ[UKPPGEGUK-
dad de más mediaciones, en obraƂPCN0WPECUGJCDÉCXKUVQWP
cubo, un objeto utilitario, un gesto cotidiano, un dato informati-
XQQWPCUWRGTƂEKGOQPQETQOCKPENWUQCNXCEÉQ[CNUKNGPEKQRNC-
ticar de aquella manera. Cualquier cosa podía decir en su forma 
NQNKVGTCNOGPVGQDXKQCNVKGORQSWGCNJCEGTNQCRGNCDCCNCUITCP-
FGUECVGIQTÉCUWPKXGTUCNGU#SWGNNCRTKOGTCCTSWKVGEVWTCRCTNCPVG
UÏNQGTCWPCXKUQFGNOQFQGPSWGFCT½RQTEQPENWKFQUWEKENQGN
CTVGpTGXQNWEKQPCTKQqEQOQDWTFCU[JGTOÅVKECU ideas parlantes. 
'PPWGUVTQUFÉCU[CPQTGUWNVCGZVTCÍQSWG NCUQDTCURCTNQVGGP
sin cesar sobre sí mismas y su “metafísica”, pero lo que chocaba 
CPVCÍQFGCSWGNNCUGXGTCRTGVGPUKÏPFGGNQEWGPEKCpWVÏRKECqGTC
RTGEKUCOGPVGEQORTQDCTGNOQFQGPSWGNCUƂIWTCUUGRNGICDCP 
KPUVTWOGPVCNOGPVG CWPCGZRNÉEKVCXQNWPVCF EQOWPKECVKXC GN
modo en que el conjunto permanecía supeditado a unas ideas supe-
TKQTGUSWGRCTCFÏLKECOGPVGFGUGCDCPGZJKDKTUGGPUWRTQRKCFGU-
PWFG\.QSWGGPVQPEGUUQTRTGPFÉCGPFGƂPKVKXCGTCGUCUWGTVGFG 
exhibicionismoVGÏTKEQSWGNNGXCDCCNCUQDTCUCEQPXGTVKTUGGPNC
VTCPUETKREKÏPGZRTGUCFGWPCPWGXCt[WPKXGTUCNtFQEVTKPC de la 
arquitectura.
'UEKGTVQSWGCSWGNNQUCTSWKVGEVQUpTGXQNWEKQPCTKQUqUGXKGTQPCVTC-
RCFQUGPVTGFQUÅRQECUUKPGODCTIQGNGHGEVQEÏOKEQQTKFÉEWNQ
que ya producía entre los contemporáneos sus excesos “metafísicos” 
PQFGDGPKPVGTRTGVCTUGEQOQWPCUKORNGEWGUVKÏPFGECODKQUFG
IWUVQ#SWGNNCUQDTGCDWPFCPEKCVGÏTKECGTCGPVQPEGUEQOQCJQTC 
WPKXGTUKVCTKCUpVTCFKEKQPCNGUq.QSWGUGCDTGCNCEQORTGPUKÏPGP
una experiencia artística descansa en esta quiebra y en este proceso 
desautomatizador que le es inherente3. Aquello que se aprende en 
GNNCPQFGRGPFGFGPKPIÖPEQPVGPKFQRTGFKECVKXQUKPQFGNCCODK-
XCNGPEKCTCFKECNFGsuUGPVKFQCEVWCNFGGUCQUEKNCEKÏPKTTGFWEVKDNG
tGKTTGUQNWDNGtGPVTGNCENCTKFCFFGNUKIPKƂECFQ[NCQRCEKFCFFGNC
OCVGTKC
QFKEJQFGQVTQOQFQGUCQUEKNCEKÏPKTTGUQNWDNGUKGORTGGP
UWURGPUQGPVTGNQKPVGNGEVWCN[NQUQO½VKEQ2GTQVQFQCRWPVCCSWG
GPGNRTGUGPVGGZKUVGWPCXQNWPVCFIGPGTCNK\CFCRQTUQUNC[CT[OKPK-
OK\CTGUVCFKHGTGPEKCSWGXGPKOQURNCPVGCPFQ;GNRTKPEKRCNUÉPVQ-
OCFGGUVGPWGXQGUVCFQFG½PKOQUGTÉCGNRTQEGUQFGnaturalización 
tKPGXKVCDNGOGPVGKFGQNÏIKEQtSWGGPGN½ODKVQFGNCTVGXKGPG
UWHTKGPFQGNVÅTOKPQKPXGUVKICEKÏP
0QUGPEQPVTCOQUCSWÉEQPVTGUGNGOGPVQUKPVGTTGNCEKQPCFQUSWG
EQPVTKDW[GPCGUCPCVWTCNK\CEKÏPFGNVÅTOKPQ[CNCETGEGPVCOKGPVQ
FGNUÉPVQOC'PRTKOGTNWICTNCJGTGPEKCFGNECT½EVGTCWVQTTGƃGZKXQ
RTQRKQFGNCHCUGXCPIWCTFKUVCWPCVGPFGPEKCSWGHWGNNGXCDCCUW
GZVTGOQGPUWHCUGƂPCN#OGFKFCSWGCXCP\CDCGNUKINQRCUCFQUG
HWGJCEKGPFQECFCXG\O½UGXKFGPVGNCPGEGUKFCFFGWPCNGIKVKOC-
EKÏPVGÏTKECFGNCUQDTCU[CHWGTCRQTRCTVGFGNQURTQRKQUCTVKUVCUQ
FGNQUETÉVKEQUCƂPGU.QSWGGUVCDCGPLWGIQEQOQGPVQFCGZKIGPEKC
FGNGIKVKOCEKÏPGTCCVGPKÅPFQPQUCUWCEGREKÏPNGICNWPRTQDNGOC
FGCWVGPVKƂECEKÏP&GUFGWPRWPVQFGXKUVCJKUVÏTKEQGUGXKFGPVG
EÏOQGPNQUÖNVKOQUUGUGPVC[RTKOGTQUUGVGPVCNCETGFKDKNKFCFFG
una obra, su efecto de autenticidad, descansaba en gran medida en 
UWECRCEKFCFFGEQPXKEEKÏPVGÏTKECtTGVÏTKECtSWGNCLWUVKƂECDC 
.QFGUVCECDNGGUSWGVTCUNCFGURQVGPEKCEKÏPFGNOKVQXCPIWCTFKUVC
GUVCGZKIGPEKCFGNGIKVKOCEKÏPJCUGIWKFQGLGTEKGPFQEQOQFKURQ-
UKVKXQFGCWVGPVKƂECEKÏPCDUVTCÉFQFGNJQTK\QPVGSWGGPVQPEGUNG
otorgaba sentido.
'PUGIWPFQNWICT[GPRCTCNGNQEQPNQCPVGTKQTPQUGPEQPVTC-
OQUEQPQVTQHCEVQTO½UIGPGTCNFGQTFGPGRKUVÅOKEQ'PGNOCTEQ
de la crisis de los mitos modernos y de los consiguientes debates 
RQUVOQFGTPQUUGFGUCTTQNNÏWPCPWGXCSWGTGNNCGPVQTPQCNCXCNK-
FG\FGNCUFKUEKRNKPCUJWOCPÉUVKECUVTCFKEKQPCNGU'UVCUWDXGTUKÏP
VGÏTKECEW[QGLGORNQO½UPQVQTKQGPPWGUVTQECORQUGTÉCNCETGC-
EKÏPFGNCvisual culture o visual studies, se postulaba como un intento 
FGUWRGTCEKÏPFGNCUNKOKVCEKQPGUOGVQFQNÏIKECUGKFGQNÏIKECUFGNC
*KUVQTKCFGN#TVG'NFGUCTTQNNQFGGUVC[FGQVTCUPWGXCUTCOCUFG
GPUGÍCP\CUGURGEKCNOGPVGGPGN½ODKVQCPINQUCLÏPJCPVGPKFQGN
GHGEVQRQUKVKXQFGQDNKICTCTGRNCPVGCTCNIWPCUFGNCUECVGIQTÉCU[
principios disciplinares, pero ha contribuido también a una pérdida 
autocomplaciente del rigor académico bajo la premisa de la transdis-
EKRNKPCTGKFCF[NCVTCPUXGTUCNKFCF'UVCNCZKVWFQFGDKNKFCFFGQTFGP
GRKUVÅOKEQJCHCXQTGEKFQGPGNECORQCECFÅOKEQNCJKDTKFCEKÏPFG
diferentes discursos con resultados desiguales, pero por lo que res-
RGEVCCNCCEVKXKFCFCTVÉUVKECJCXGPKFQCNKOGPVCTFGUFGNCOKUOC
KPUVKVWEKÏPWPKXGTUKVCTKCNCCODKEKÏPJQNÉUVKECRTQRKCFGVQFQCTVKU-
VCGPEKGTPGU'PGUVGUGPVKFQNCVTCPUITGUKÏPKPUVKVWEKQPCNK\CFC
de los límites disciplinares puede interpretarse también como una 
KPXKVCEKÏPtNGIKVKOCFCtCNCTVKUVCRCTCSWGUGUKGPVCNKDTGFGWUCT
de manera experimental, cualquier modelo epistémico.
'PVGTEGTNWICTPQUGPEQPVTCOQUEQOQ[CJGOQUKPFKECFQEQP
GNRTQDNGOCEWTTKEWNCT.CKPXGUVKICEKÏPCTVÉUVKECJQ[GUGPDWGPC
OGFKFCWPCGZKIGPEKCUQDTGXGPKFCRQTNCXKPEWNCEKÏPFGNCGPUGÍCP-
\CCTVÉUVKECCNC7PKXGTUKFCFCUÉEQOQRQTGNPWGXQOQFGNQFGUCDGT
DCUCFQGPGN+&KRQTGNSWGUGTKIG
 5QDTG GN EQPEGRVQ FG CWVQOCVKUOQ XÅCUG
Cristoph Menke, La soberanía del arte: La experien-
cia estética según Adorno y Derrida, Madrid: Visor, 
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*GIGNUWRQXGTNQGPUWOQOGPVQEQPWPCNWEKFG\RTGOQPKVQTKC 
NCRTQNKHGTCEKÏPFGNCTGƃGZKÏPEQPEGRVWCNUQDTGCTVGGTCKPFKECVKXC
FGSWGÅUVG[CPQFGUDQTFCDCFGXKFCNCEWNVWTCCNCSWGRGTVGPGEÉC
FGSWGGNpKORGTKQFGNQDGNNQqJCDÉCGPVTCFQGPUWGTCRÏUVWOC 
Bien es cierto que de todo esto hace ya dos siglos, en realidad, poco 
O½UQOGPQUGNVKGORQSWGJCEGFGUFGSWGUGKPUVKVW[ÏGNUKUVGOC
FGNCU$GNNCU#TVGU2GTQFGGUQGUVCOQUJCDNCPFQFGNQURTQDNG-
OCUSWGGPVTCÍCWPCKPXGUVKICEKÏPtSWGUGUQDTGGPVKGPFGTGƃGZK-
XC[TC\QPCDNGtGPPWGUVTCUCEVWCNGU(CEWNVCFGUFG$GNNCU#TVGU 
5KPWGUVTCRTQRWGUVCKPKEKCNVKGPGDCUGJKUVÏTKECFGGNNCECDGFGFWEKT
SWGGUVCTGNCEKÏPRCTCFÏLKECGPVTGCTVG[VGQTÉC
EQOQFQEVTKPCQ
UKUVGOCEQPEGRVWCNSWGNGIKVKOCtCWVGPVKƂECtpTC\QPCDNGOGPVGq
NCUQDTCUGUEQPUWUVCPEKCNCNRTQRKQFGUCTTQNNQFGNUKUVGOCFGNCU
$GNNCU#TVGU7PUKUVGOCSWGCÖPRGTOCPGEGGPRCTVGXKIGPVGGPGN
½ODKVQCECFÅOKEQCRGUCTFGSWGGPVTÏGPETKUKU[CRQTNCFÅECFC
de los sesenta.
LA INVESTIGACIÓN COMO EVIDENCIA
#NCUGRCTCEKÏPGPVTGIÅPGTQURTQRKCFGNQUKPKEKQUFGNCOQFGTPK-
FCFNGUKIWKÏGPGNRGTKQFQXCPIWCTFKUVCNCFKUVKPEKÏPGPVTGNQU
OGFKQUFGNQUSWGUGXCNGPNCUNNCOCFCUpCTVGURN½UVKECUq2GTQGN
UKUVGOCFGNCU$GNNCU#TVGUUWUVGPVCFQRTKOGTQGPNCGURGEKƂEKFCF
de los géneros y después en la de los medios artísticos, no perderá 
UWXKIGPEKCJCUVCGNOQOGPVQGPSWGNCKFGCFGNpCTVGGPIGPGTCNqUG
JCICEQPXKPEGPVG[FQOKPCPVG5.CƂIWTCFG&WEJCOR[UQDTGVQFQ
UWTGEGREKÏPGPNQUUGUGPVCCUWOGGNRTQVCIQPKUOQFGGUVGECODKQ
de paradigma que supone la pérdida irremediable de los límites 
entre las artes —de los límites del arte.
.CKPƂPKVWFCNCSWGÅUVGUGXGCDQECFQFGUFGGPVQPEGUGUNCSWG
NNGXÏC#FQTPQCKPKEKCTUWTeoría EstéticaJCEKCƂPCNGUFGNCFÅECFC
EQPCSWGNNCEÅNGDTGFGENCTCEKÏPUQDTGUWHCNVCFGEGTVG\C/GTGEGNC
RGPCXQNXGTCNGGTNCCVGPVCOGPVG
#GUVCUGPVGPEKCEQPGUCRTKOGTCHTCUGRCTCFÏLKECGKPVGORGUVKXC
tGUGXKFGPVGSWGPCFCGUGXKFGPVGtFGDGOQUQVQTICTNGWPECT½E-
VGTGRQECNVGUVKOQPKCGNOQOGPVQFGFGURGIWGFGƂPKVKXQFGNCTVG
JCEKCNC NKDGTVCFKPƂPKVC#WPSWGUWECTTGTCJCEÉCNQKNKOKVCFQ
había empezado mucho antes, por lo menos desde la época en que 
EQOKGP\CCEQPEGDKTUWVCTGCEQOQNCGZRTGUKÏPFGKFGCUQRCUKQPGU
UWDNKOGUtpOGVCHÉUKECUq2GTQNQFGUVCECDNGRCTCPWGUVTQVGOCO½U
CNN½FGSWGUWRQPICWPCFGENCTCEKÏPV½EKVCFGNFGURNQOGFGNUKUVGOC
FGNCU$GNNCU#TVGU[FGNFKUEWTUQGUVÅVKEQSWGNQCEQORCÍCDCGU
su insistencia en eso “que se ha perdido” al dejar de concebirse el 
CTVGEQOQWPCNCDQTPQTGƃGZKXCPKRTQDNGO½VKEC'UFGEKTCSWG-
NNQSWGUGCDCPFQPCEWCPFQGNCTVGFGLCFGUGTWPQƂEKQRGTEKDKFQ
EWNVWTCNOGPVGEQOQCNIQGXKFGPVGGPUÉOKUOQ#VQFCUNWEGUEQP
quien está aquí dialogando entrelíneas es con Hegel, al que citará 
expresamente poco más adelante para atribuirle el mérito de haber 
despertado al arte de su ingenuidad.QUKIPKƂECVKXQGUSWGNQJCT½
RCTCNCOGPVCTUGFGKPOGFKCVQFGWPPWGXQOQFQFGEGIWGTCRTQRKC
síntoma también de una carencia. De una borradura. La que resulta 
de hacer tabula rasaRCTCTGGUETKDKTFGPWGXQNQURTKPEKRKQUHWPFC-
EKQPCNGU[WPKXGTUCNGUFGNCTVGFGNHWVWTQ2QTGUQTGUWNVCVCPUKI-
PKƂECVKXCNCJKUVQTKCFGUWTGEGREKÏP5GRWNVCFQUGPGNQNXKFQRQT
la ironía romántica y el eclecticismo pragmático del siglo XIX, no 
HWGTQPTGEWRGTCFQUJCUVCSWG'OKN-CWHOCPPCEKGTVGCUKVWCTNQU 
RTGEKUCOGPVGGPNQUCÍQUXGKPVGEQOQRTGEWTUQTGUFGNGUVKNQOQFGTPQ 
KPVGTPCEKQPCN'NHWVWTQƂPCNOGPVGUGNQUVQOÏGPUGTKQNCXCPIWCT-
dia moderna del periodo de entreguerras supo extraer, por primera 
XG\NCUEQPUGEWGPEKCURTGOQPKVQTKCUFGCSWGNNCUHQTOCUSWGEQPVCPVC
elocuencia exteriorizaban suƂNQUQHÉC0QFGLCFGUGTUKIPKƂECVKXQSWG
.GFQWZGNO½UTGRTGUGPVCVKXQGPVTGCSWGNNQUCTSWKVGEVQUSWGJCEÉCP 
“hablar a los muros”, se granjeara la fama de “ilegible” tras la publi-
ECEKÏPFGUWITCPNGICFQVGÏTKEQL’Architecture, y esto precisamente 
RQTNCUFKƂEWNVCFGUpEQPEGRVWCNGUqFGUWNGPIWCLG4. Al parecer, era 
O½UUGPEKNNQSWGNCURCTGFGUJCDNCTCPUQDTGNQUWPKXGTUCNGUSWG
GZRNKECTEQPENCTKFCFGPWPFKUEWTUQTC\QPCFQNCUPWGXCUECVGIQ-
TÉCUpFGVQFQUNQUIÅPGTQUFGGFKƂEKQUEQPQEKFQUGPGNQTFGPUQEKCNq 
;CNQJGOQUXKUVQGZEGUQFGVGQTÉCRQTWPNCFQ[FGQVTQECTGPEKC
5CNXCPFQNCUFKUVCPEKCUtSWGGPGUVGECUQUQPEQPUKFGTCDNGUt-QUWVJ
XGPFTÉCCUGTGPGNUXX el caso más paradigmático —y extremo— 
FGWPCTVKUVCFGEQPVGPKFQFGNKDGTCFCOGPVGƂNQUÏƂEQGPUWRT½E-
VKECSWGFGOCPGTCRCTCFÏLKECtQEQPUGEWGPVGUGIÖPUGOKTGt 
resulta de igual manera “ilegible” conceptualmente.
A cualquiera que esté familiarizado con el arte contemporá-
neo no le resultará difícil rastrear hasta hoy mismo, con la debi-
FCCTVKEWNCEKÏPJKUVÏTKECGUVCEQPVTCFKEVQTKCTGNCEKÏPFGNCTVKUVC 
—o de las obras— con suFKUEWTUQFGLWUVKƂECEKÏPVGÏTKEC2QTNQ
que respecta al siglo XX sería problemático pretender más bien lo 
EQPVTCTKQNQECNK\CTCNIWPCƂIWTCXGTFCFGTCOGPVGKPƃW[GPVGGPNC
SWGPQUGRTQFW\ECFGOCPGTCRCNOCTKCGUVCFKUEQTFCPEKC'NRTQ-
DNGOCPQGUVTKDCEQOQGUQDXKQGPNCOC[QTQOGPQTECRCEKFCF
FGNCTVKUVCRCTCTGƃGZKQPCTRQTGUETKVQUQDTGUWQDTCPKVCORQEQ
CVCÍGRQTUWRWGUVQCWPCUWRWGUVC[DWTFCFKUVKPEKÏPGPVTGVGQ-
TÉC[RT½EVKEC5KJGOQUVTCÉFQCEQNCEKÏPGNGLGORNQFGNQUCTSWK-
VGEVQUWVÏRKEQUGURTGEKUCOGPVGRQTSWGGPUWECUQGURGEKCNOGPVG
GPNCQDTC[RTQ[GEVQUFG.GFQWZUGJCEGOCPKƂGUVQSWGUQPNCU
QDTCUNCUSWGGORKG\CPCTGUWNVCTpRCTNCPVGUqGZRTGUKÏPEQPUEKGPVG 
de un determinado, y pretendidamente original, discurso arqui-
VGEVÏPKEQ.QSWGTGUWNVCWPCPQXGFCFFGÅRQECGUNCPGEGUKFCF 
IGPGTCNK\CFCFGNGIKVKOCEKÏPFQEVTKPCTKCCNCSWGUGXGCDQECFQ
GNCTVGGPNCGTCFGUWCWVQPQOÉC'UNCEGUWTCHCVCNSWGTGUWNVC
FGNCEQPXGTUKÏPFGNC0CVWTCNG\CGP*KUVQTKC.CFGECRKVCEKÏPFG
Luis XVIOCTECGNRCUQFGƂPKVKXQFGWPCUQEKGFCFHWPFCFCUQDTG
NC0CVWTCNG\CCQVTCHWPFCFCGPNC*KUVQTKC'PGNCTVGGUVGRCUQ 
UWRQPGWPCTGNCEKÏPPWGXCEQPGNRCUCFQGNQƂEKQ[CPQUGVTCPU-
OKVKT½RQTVTCFKEKÏPFGWPCTVKUVCCQVTQDCLQNCUWRGTXKUKÏPFG
NC #ECFGOKC UKPQ SWG UW NGICFQ EQOKGP\C XGTUGOGFKCVK\CFQ 
—y, en buena medida, cortocircuitado— por el surgimiento de la 
EQPEKGPEKCJKUVÏTKECRQTNQUFKUEWTUQUFQOKPCPVGUFGGUCUFQUFKU-
EKRNKPCUKPEKRKGPVGUSWGUQPNC*KUVQTKCFGN#TVG[NC'UVÅVKEC%QOQ
VGORNQFGNCOGOQTKCJKUVÏTKECGN/WUGQRCUCT½CEQPUVKVWKTUG
GPGNFGRQUKVCTKQFGNQUXCNQTGUCTVÉUVKEQU.CFGUWDKECEKÏPFGNCU
QDTCUUWFGUCTTCKIQ[TGQTFGPCOKGPVQUGIÖPNQUOQFGTPQUOQFG-
NQUFGUCDGTGUGNRCTCFKIOCFGGUCPWGXCTGNCEKÏPEQPGNRCUCFQ 
OGFKCVK\CFCRQTGNFKUEWTUQTGƃGZKXQ[RQTNCTGEKÅPDCWVK\CFCGZRG-
TKGPEKCGUVÅVKECtEQOQECTC[ETW\FGWPOKUOQHGPÏOGPQ
*CNNGICFQCUGTGXKFGPVGSWGPCFCTGHGTGPVGCNCTVGGUGXKFGPVGPKGP
ÅNOKUOQPKGPUWTGNCEKÏPEQPNCVQVCNKFCFPKUKSWKGTCGPUWFGTGEJQ
CNCGZKUVGPEKC'NCTVGVQFQUGJCJGEJQRQUKDNGUGJCHTCPSWGCFQNC
RWGTVCCNCKPƂPKVWF[NCTGƃGZKÏPVKGPGSWGGPHTGPVCTUGCGNNQ2GTQ
GUVCKPƂPKVWFCDKGTVCPQJCRQFKFQEQORGPUCTVQFQNQSWGUGJCRGT-
FKFQGPEQPEGDKTGNCTVGEQOQVCTGCKTTGƃGZKXCQCRTQDNGO½VKEC.C
CORNKCEKÏPFGUWJQTK\QPVGJCUKFQGPOWEJQUCURGEVQUWPCCWVÅPVKEC
FKUOKPWEKÏP6.
4. Véase Anthony Vidler, Ledoux, Madrid: Akal, 
1987, p. 147.
5. Sobre el sistema de Bellas Artes y sus mode-
NQUFGGPUGÍCP\CXÅCUG&G&WXGop. cit., espe-
cialmente el capítulo 1.
6JGQFQT9#FQTPQTeoría Estética, Madrid: 
6CWTWU
R
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UWUVGPVCFCGPNCJKRGTVTQƂCTGVÏTKECFGUWECT½EVGTCWVQTTGƃGZKXQ
ITCEKCUCNCEWCNVKGPFGCQEWNVCTDCLQWPCNGIKVKOCEKÏPVGÏTKEC
explícita y presuntamente crítica, la radical precariedad e incerti-
dumbre de su propia tarea.
EJEMPLOS
.CƂIWTCFGNCTVKUVCCEVWCNUGEQTTGURQPFGECFCXG\O½UCNCFG
WPVWTKUVCGRKUVÅOKEQ.CXKUKVCCEWCNSWKGT formación discursiva, 
ya pertenezca a la historia del arte, al psicoanálisis lacaniano, a la 
ƂNQUQHÉCRQUVGUVTWEVWTCNKUVCCNCUVGQTÉCUFGIÅPGTQCNQUGUVWFKQU
XKUWCNGUQRQUVEQNQPKCNGUCNCUQEKQNQIÉCCNCCPVTQRQNQIÉCQCNC
HÉUKECEW½PVKECRWGFGRGTOKVKTNGJCEGTWPCRTQXKUKÏPFGrecuerdos 
SWGUGTXKT½PtFGXWGNVCCNartworld— como fuente y fundamen-
VQ EQPEGRVWCNFG NCQDTC0Q UG VTCVC GPCDUQNWVQFGWPCRQUK-
EKÏPFGFGUXGPVCLCQPGEGUCTKCOGPVGPGICVKXC 2CTVKGPFQFG NC
base de que en el ámbito turístico sí se ha realizado la utopía del 
pVQFQUUQOQUVWTKUVCUqNCUDQPFCFGUQFGDKNKFCFGUFGGUVQUXKCLGU
epistémicos a los que aludimos dependerán, como ocurre con cual-
SWKGTVQWTFGNOQFQGPSWGECFCKPFKXKFWQNQUCHTQPVG'NRGNKITQ
GUVTKDCVCODKÅPCSWÉGPEQPHWPFKTNQSWGJC[CFGXGTFCFGPGNXKC-
LGEQPNCKNWUKÏPFGCWVGPVKEKFCFRTQXQECFCRQTGNRTQRKQdispositivo 
turístico o, trayéndolo más directamente al terreno que nos intere-
UCGPEQPHWPFKTNQSWGRWGFCCEVWCTFGXGTFCFGPNCQDTCEQPNC
KNWUKÏPFGCWVGPVKEKFCFRTQXQECFCRQTGNdispositivo del artworld.
;RWGUVQUCEQORCTCTFKURQUKVKXQUGNFGNCTVGJQ[TGUWNVCEWCPVQ
OGPQUVCPRGTXGTUQ[GSWÉXQEQEQOQRWGFCUGTNQGNFGNVWTKUOQPQ
GPXCPQNQUFQUUGHWPFCOGPVCPGPGNFGUGQO½UQOGPQUEQPUEKGPVG
de alcanzar una “experiencia auténtica”84GUWNVCUKIPKƂECVKXQSWG
VTCUGNFGUGPECPVCOKGPVQFGNCXCPIWCTFKCCRTKPEKRKQUFGNQUUGVGPVC 
t[FGNCEQPUKIWKGPVGFGUCRCTKEKÏPFGNJQTK\QPVGUQEKCNFGNOKVQ
TGXQNWEKQPCTKQtNCRQUKEKÏPO½UUGFWEVQTCCNCSWGUGJCXGPKFQ
otorgando mayor credibilidad en la escena artística, sea esta a la que 
CECDCOQUFGCNWFKT[SWG6JKGTT[FG&WXGJCFGPQOKPCFQEQOQ
actitud crítica7PCRQUKEKÏPSWGEQPGNVKGORQEQPXKXG[VGTOKPC
confundiéndose con la simple y nominal actitud artística9. Del artista 
[CPQUGXCNQTCGNtalento, como ocurría en tiempos de la academia, 
ni tampoco la creatividadUGIÖPGNOQFGNQTQO½PVKEQJGTGFCFQRQT
NCUXCPIWCTFKCU%QPGNFGTTWODGFGNQUITCPFGUOKVQUFGNCOQFGT-
nidad teorizado por las corrientes postestructuralistas y neomar-
ZKUVCUNCKFGCFGETGCVKXKFCFUGXQNXKÏUQURGEJQUCGKFGQNÏIKECOGPVG
insostenible. Antes de sufrir el menosprecio de la ironía distan-
EKCFCFGNRGPUCOKGPVQVCTFQOQFGTPQNCKFGCFGETGCVKXKFCFJCDÉC
UGTXKFQFGRKGFTCCPIWNCTEQOQVTCDCLQNKDGTCFQCVQFCGORTGUC
RGFCIÏIKECXKPEWNCFCCWPRTQ[GEVQWVÏRKEQTGXQNWEKQPCTKQ2GTQC
partir de la década de los setenta el efecto de autenticidad de la obra 
EQOKGP\CCFGUECPUCTGPWPEQPEGRVQVCPFÖEVKN[CEQOQFCVKEKQ
tan falto de contenido, como el de actitud.CHWPEKÏPFGNCTVKUVC[C
PQEQPUKUVGVCPVQGPGNLWGIQFGNCKPXGPEKÏPRQTGPVQPEGUFGUCETG-
FKVCFQEQOQGPGNFGNCKPVGTTQICEKÏPFGUWRTQRKQpOWPFQqGPNC
ETÉVKECQNCFGEQPUVTWEEKÏPEQOQJGOQUKPFKECFQO½UCTTKDCFGN
CTVGGPVGPFKFQCJQTCEQOQKPUVKVWEKÏP/KGPVTCUVCPVQGNEQPEGRVQ
FGETGCVKXKFCFJCGXQNWEKQPCFQFGUWEQPVGPKFQWVÏRKEQKPKEKCNCN
UQNCRCOKGPVQEQPNCUGSWÉXQECUCRGNCEKQPGUCNECT½EVGTETGCVKXQFGN
pPWGXQqECRKVCNKUOQ
'NRTQDNGOCFGOWEJCUFGNCUQDTCURTQFWEKFCUFGUFGGUVCacti-
tud críticaGUSWGRCTGEGPUWUVGPVCTUGGPWPRTKPEKRKQFGXGTFCF
KFGQNÏIKEQ SWG UÏNQ CFOKVG UGT ETKVKECFQ FGUFG NC RGTVKPGPEKC 
FGNCTVGGOCPEKRCFQpCJQTCGNCTVGXGPFCUWUQLQUEQPWPCKPIGPWK-
FCFCNEWCFTCFQCNJCDGTUGXWGNVQKPEKGTVQGNRCTCSWÅGUVÅVKEQq7. 
'UVCKPIGPWKFCFFGUGIWPFQQTFGPPQRTGUWRQPFTÉCEQOQNCRTK-
OGTCWPCHCNVCFGTGƃGZKÏPUKPQSWGUGIÖPUGFGFWEGFGUWCTIW-
OGPVCEKÏPUGTÉCWPPWGXQOQFQFGKPIGPWKFCFUWTIKFCFGPVTQFGN
JQTK\QPVGCWVQTTGƃGZKXQSWGTGEQTTGVQFQGNCTVGFGNCOQFGTPKFCF
[SWGJCDTÉCVGTOKPCFQRQTGPVQPEGUUQECXCPFQUWURTQRKQURTG-
supuestos. “La autonomía”, asegura, “comienza a mostrar signos de 
ceguera”. Resulta tentador pensar que con aquel despertar de la 
KPIGPWKFCF[EQPGUVCPWGXCECÉFCUGEKGTTCWPEKENQGNSWGEQOKGP-
\CEQPNCFGPWPEKCFGWPGZEGUQFGTGƃGZKÏP[VGTOKPCEQPUVCVCPFQ
JCEKCGPGNƂPCNFGNCXCPIWCTFKCRQTECWUCtQCRGUCTt 
FGGUGOKUOQOQXKOKGPVQTGƃGZKXQWPCPWGXCHQTOCFGEGIWGTC
NCSWGGZVTCRQNCPFQUWCTIWOGPVCEKÏPPQUCVTGXGOQUCFGPQOK-
nar como KPIGPWKFCFTGƃGZKXCQVGÏTKEC.QUKIPKƂECVKXQGUSWGGUVG
PWGXQOQFQFGKPIGPWKFCFtSWGVKGPFGJQ[CRGTEKDKTUGEWNVWTCN-
OGPVGEQOQGXKFGPVGtGURTQRKCFGNOQOGPVQJKUVÏTKEQGPSWGGN
CTVGOKUOQJCFGLCFQFGUGTGXKFGPVGGUFGEKTUGJCXKUVQQDNKICFQ
CTGXQNXGTUGEQPVTCUWRTQRKQEQPEGRVQNNGICPFQCEQPXGTVKTUGGP 
pCNIQKPEKGTVQJCUVCGPUWUƂDTCUO½UÉPVKOCUq;CJGOQUXKUVQEÏOQ
aquello que el arte pierde al abandonar su estado de ingenuidad cul-
tural no puede ser compensado en su fase de autonomía, pero a esta 
RÅTFKFCUGXGPFTÉCCUWOCTCJQTCQVTCPWGXCSWGCVCÍGCNCRQUKDKNK-
dad misma de lo artístico. Bien es cierto que aquello que en el arte 
se debilita o desaparece resulta compensado mediante el engrosa-
OKGPVQ[NCGZRCPUKÏPLWUVQRQTCSWGNNQUCÍQUFGNCinstitución arte. 
'NpEQPEGRVQqFGCTVGNCPIWKFGEGRGTQUWKPUVKVWEKQPCNK\CEKÏP[ 
en consecuencia, sus dispositivos de legitimidad social, se fortalecen. 
0QGUFGGZVTCÍCTSWGGPNCOKUOCGVCRCGPSWGPQUGPHTGPVCOQUC
NCGPQTOGFKƂEWNVCFFGFCTEWGPVCFGUFGGNRGPUCOKGPVQTGƃGZKXQ
[CPQFGNQUUKIPKƂECFQUUKPQUKSWKGTCFGNQURTQRÏUKVQUFGNCTVG 

VCN[EQOQVGUVKOQPKCNCRTQRKCTeoría EstéticaPQUGPEQPVTGOQUEQP
WPCKPIGPWKFCFFGPWGXQEWÍQSWGVKGPFGCTGPQXCTCORCT½PFQUG
GPUWECT½EVGTCWVQTTGƃGZKXQUWRTGVGPFKFCGXKFGPEKCEWNVWTCN7PC
TGUVCWTCEKÏPFGNCGXKFGPEKCSWGFGUECPUCTÉCGPGUVCQECUKÏPGPWPC
TGVÏTKECTGƃGZKXCJKRGTVTQHÉCFC#UÉWPCXG\SWGGNCTVGJCSWGFCFQ
reducido a la institución arte, la tarea del artista debería limitarse a 
TGƃGZKQPCTUQDTGGUVCUWRWGUVCUKVWCEKÏPFGJGEJQCNGLGTEKEKQFG
eso que se ha dado en llamar crítica institucional'PGUVGECUQEQOQ
GUQDXKQGNGHGEVQFGCWVGPVKEKFCFFGUECPUCTÉCGZENWUKXCOGPVGGPNC
ECRCEKFCFFGRGTUWCUKÏPVGÏTKECFGNFKUEWTUQtETÉVKEQtFGNCQDTC
&GPWGXQFGOCUKCFCVGQTÉC1FGOCUKCFQRQECUGIÖPUGOKTG
&GGPVTGVQFCUNCUCTIWOGPVCEKQPGUCHCXQTFGNCKPXGUVKICEKÏP
CTVÉUVKECNCSWGFGƂGPFGPNQUCTVKUVCUFGGUVCVGPFGPEKCGUNCSWG
resulta más seductora en la escena artística actual. Habría, pues, 
FQUOQVKXQUHWPFCOGPVCNGU[EQTTGNCEKQPCFQURQTNQUSWGJGOQU
QRVCFQRQTFGVGPGTPQUDTGXGOGPVGGPNQUCTIWOGPVQUFG#FQTPQ
De una parte, por el importante papel que la Teoría Crítica, y el 
propio Adorno como fuente de autoridad, juegan en esta renacida y 
CWVQEQORNCEKGPVGKPIGPWKFCFVGÏTKECtcrítica— que el arte ha asu-
OKFQGPNCUÖNVKOCUFÅECFCU&GQVTCRQTSWGGPUWVGQTÉCGUVÅVKEC
RQFGOQUGPEQPVTCTWPCRTGEQ\CTIWOGPVCEKÏPEQPVTCGUCPWGXC
ingenuidad que se ha instaurado en el artworld, con tan aparente 
PCVWTCNKFCFSWGJQ[UGOCPKƂGUVCEQOQCNIQGXKFGPVGGPUÉOKU-
OQ'UVCUGTÉCRWGUPWGUVTCUGIWPFCRTQRWGUVCFGVTCDCLQGNCTVG
CWVÏPQOQGPUWHCUGO½UTGEKGPVGVTCUNCFGURQVGPEKCEKÏPFGNOKVQ
XCPIWCTFKUVCJCFGUCTTQNNCFQWPCPWGXCOQFCNKFCFFGKPIGPWKFCF
7. Ibid., p. 10. Misma página también para las 
referencias siguientes.
'PTGNCEKÏPEQPGNVWTKUOQ[UWUFKURQUKVK-
XQUFGCWVGPVKEKFCFXÅCUGGNEN½UKEQFG&GCP 
MacCannell, El turista: una nueva teoría de la clase 
ociosa$CTEGNQPC/GNWUKPC

&G&WXGop. cit., p. 37.
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GZENWUKXCOGPVGRQNÉVKECFGUWFKUEWTUQ&GGUVGOQFQNCEQTTGEEKÏP
RQNÉVKECFGTKXCCWVQO½VKECOGPVGGPEQTTGEEKÏPCTVÉUVKEC[NCQDTC
como tal puede permanecer parapetada tras el escudo protector 
FGGUCKPEWGUVKQPCDNGpXGTFCFqCNCSWGCRGNC%TKVKECTNCPGICVKXC-
OGPVGUWRQPFTÉCOCPVGPGTGPNQRQNÉVKEQWPCRQUKEKÏPEQPVTCTKC
CNCSWGSWGFCTÉCTGƃGLCFCGPNCQDTC2GTQEQPVQFCGXKFGPEKC
VCODKÅPCSWÉJCDT½SWGFKUVKPIWKT
OKGPVTCUUGCEGRVGGNLWGIQFG
NCOGFKCEKÏPCTVÉUVKECGPVTGNQSWGGNCTVKUVCFKEGSWGJCEG[NQSWG
OCPKƂGUVCOGPVGJCEG.QEQPVTCTKQUGTKCKPEWTTKTGPWPCCEVWCNK-
\CEKÏPFGNCHCNCEKCKPVGPEKQPCNRTQFWEKFCGPGUVGECUQRQTGNGURG-
LKUOQFGNCVGQTÉCtKFGQNQIÉC'NECUQFG$GW[UTGUWNVCRCTCFKIO½-
tico en este sentido. Se puede mantener un prudente escepticismo 
CPVGNCUQNKFG\VGÏTKECFGUWUUGTOQPGUUQDTGNCGUEWNVWTCUQEKCN[
UKPGODCTIQCRTGEKCTEQPCDKGTVCUKPEGTKFCFNCXCNKFG\FGUWQDTC 
1DKGPUGRWGFGFCTGNECUQEQPVTCTKQ7PGLGORNQFGNCDTWVCNKFCF
en que puede incurrir esta actitud crítica lo tenemos en la pieza 
Marx Lounge que el artista Alfredo Jaar ha instalado recientemente, 
VTCUUWRCUQRQT.KXGTRQQNGPGN%##%FG5GXKNNC10. La obra consis-
VGNKVGTCNOGPVGGPWPCJCDKVCEKÏPTQLCEQPWPCOGUCGPNCSWGUG
encuentran depositados libros de Marx y sobre Marx. Supone, por 
VCPVQWPCKPXKVCEKÏPRQTRCTVGFGNCTVKUVCCSWGNGCOQUNKDTQUFG
VGQTÉCRQNÉVKEC2GTQCRCTVGFGEQNQECTGPWPOWUGQKPUVKVWEKQPCNFG
la Junta de Andalucía los textos marxianos como lo estarían en un 
GZRQUKVQTFGHGTKCGPNCQDTCPQJC[OC[QTOGFKCEKÏPRQTRCTVGFGN
artista que el simple actoFGKPXKVCTCUWNGEVWTC7PCTGEQOGPFCEKÏP
meramente testimonial por lo inadecuado del lugar, lo que plantea, 
[CFGGPVTCFCWPCEQPVTCFKEEKÏPGPVTGNQSWGGU[NQSWGRTGVGPFG
RGTQNQSWGTGCNOGPVGEQPXKGTVGGPHCNNKFQGUVGpTCFKECNqVGUVKOQ-
PKQRQNÉVKEQGUNQSWGUGCFKXKPCGPUWactitudFGCPCETÏPKECOGP-
VGTQO½PVKEC[GPICÍQUCOGPVGGUGPEKCNKUVCNCGSWÉXQECTGNCEKÏP
RCVGTPCNKUVCSWGGNCWVQTEQOQEQPQEGFQTFGNCpXGTFCFqtGPGUVG
ECUQUQEKCNtRTGVGPFGOCPVGPGTEQPUWRÖDNKEQ'NCTVKUVCRCUCCUÉ
CEQPXGTVKTUGGPRTQHGUQT[GNRÖDNKEQUKNGUKIWGGNLWGIQGPCNWO-
PQFKUEKRNKPCFQ%QOQPWGXQFGOKWTIQPQURTGRCTCWPCNGEEKÏP
tNGEVWTCt[PQUQHTGEGGNGUEGPCTKQRCTCJCEGTWPCpKPXGUVKICEKÏPq 
QWPCpTGƃGZKÏPqRQNÉVKECDCLQNCUCNXCIWCTFCFGNRGPUCOKGPVQETÉ-
VKEQ0KPIÖPRGNKITQPKPIÖPCWVQOCVKUOQUGSWKGDTC0QJC[PCFC
en la obra, ni en la banalidad de lo que expresa, ni en las confor-
VCDNGU[GSWÉXQECUTGNCEKQPGUtUKODÏNKECUKPUVKVWEKQPCNGUGKPVGT-
UWDLGVKXCUtSWGGUVCDNGEGSWGJC[CUKFQNNGXCFQFGXGTFCFGPCEVQ
a un estado crítico. Tampoco —y sobre todo— por lo que respecta a 
su pretendido carácter emancipador.
Tomemos para terminar el ejemplo de una artista interesante, 
Hito Steyerl, que practica la crítica institucional y que es abierta-
OGPVGRCTVKFCTKCFGNCKPXGUVKICEKÏPCTVÉUVKEC&GPWGXQFGDGOQU
UGRCTCTCSWÉGNXCNQTSWGPQUOGTG\ECUWQDTCFGNCXCNKFG\SWGNG
demos a suVGQTÉC'PWPVGZVQOW[FKXWNICFQFGRTQRQPGCPC-
NK\CTNCKPXGUVKICEKÏPCTVÉUVKECFGUFGNCRGTURGEVKXCFGNEQPƃKEVQQ 
“para ser más exactos, de las luchas sociales”11'PGUVGUGPVKFQCƂT-
ma, los debates actuales no reconocen el legado de una historia 
KPVGTPCEKQPCNFGNCKPXGUVKICEKÏPCTVÉUVKECGPVGPFKFCGPTGNCEKÏP
EQP2GVGT9GKUUEQOQWPCpGUVÅVKECFGNCTGUKUVGPEKCq'PVTGNQU
CPVGEGFGPVGUTGOKVGCOÅVQFQUFGKPXGUVKICEKÏPCTVÉUVKECNKICFQUC
OQXKOKGPVQUUQEKCNGUQTGXQNWEKQPCTKQUEQOQUGTÉCGNECUQFGNHQT-
malismo ruso, el fotoperiodismo de la Farm Security Administration, 
el cine ensayo de Hans Richter, la resistencia anticolonial de Chris 
Marker y Alain Resnais, el Ensayo como formaFG#FQTPQNCFGTKXC 
situacionista, los cut-upsNCCPVTQRQNQIÉCFGEQPUVTWEVKXC[UWTTGCNKU-
ta, la historia oral, etc. Lo que uniría todas estas diferentes moda-
NKFCFGUFGKPXGUVKICEKÏPUGTÉCUWXÉPEWNQRQNÉVKEQtWPCHWPEKÏP
RQNÉVKECRQTQVTCRCTVGXCNKFCGPVCPVQactitud, sin mayores distin-
EKQPGUKFGQNÏIKECUtCWPSWGGPPKPIÖPOQOGPVQUGGZRNKECNQSWG
UGGPVKGPFGRQTKPXGUVKICT123WGGNCTVGRWGFCVGPGTGUCHWPEKÏP
UGFGFWEGEQOQCNIQGXKFGPVGFGUWPCVWTCNG\CETÉVKECQRQNÉVKEC 
.CKPXGUVKICEKÏPCTVÉUVKECt[RQTGZVGPUKÏPNCFKUEKRNKPCtSWGFCTÉC
CUÉUWRGFKVCFCCNCRQUKEKÏPKFGQNÏIKECFGNCTVKUVCNQSWGGPVTCÍC
no pocos problemas si trasladamos lo que puede tener credibili-
dad en el artworld, a lo que puede tener una mínima credibilidad 
CECFÅOKEC2QTNQRTQPVQWPC(CEWNVCFFG$GNNCU#TVGUDCUCFCGP
GUVGOQFGNQFKUEKRNKPCTUGTÉCNCÖPKECSWGLWUVKƂECTÉCUWRTQITCOC
FGKPXGUVKICEKÏPGPNCUGITGICEKÏPGPVTGNQUGUVWFKCPVGUEQTTGEVC-
mente engagés, de los incorrectamente engagés. Quedaría por deter-
OKPCTEÏOQ[RQTSWKÅPRQFTÉCGUVCDNGEGTUGCFOKPKUVTCVKXCOGPVG
GUVCEQTTGEEKÏPRQNÉVKEC
2GTQXCOQUCEGPVTCTPQUGPWPUQNQR½TTCHQGPGNSWGUGCFKXKPCNC
RTKPEKRCNEQPVTCFKEEKÏPFGGUVCOQFCNKFCFFGresearch. Tras sostener 
SWGVQFCKPXGUVKICEKÏPCTVÉUVKECGUWPCEVQFGVTCFWEEKÏPNCCWVQTC
CƂTOCSWGVCODKÅPpNCUFGPQOKPCFCUQDTCUFGCTVGCWVÏPQOCUq
traducen de un lenguaje a otro aunque “no tienen ninguna pre-
VGPUKÏPGPCDUQNWVQFGRCTVKEKRCTGPPKPIÖPVKRQFGKPXGUVKICEKÏPq
'UQPQUKIPKƂECSWGPQRWGFCPUGTEWCPVKƂECFCUQHQTOCTRCTVGFG
prácticas disciplinares. Lo que diferenciaría a estas obras es que no 
RQPGPGPRGNKITQpNCFKXKUKÏPFGNVTCDCLQGUVCDNGEKFCGPVTGJKUVQ-
TKCFQTGUFGNCTVG[ICNGTKUVCUGPVTGCTVKUVCUGKPXGUVKICFQTGUGPVTG
NCOGPVG[NQUUGPVKFQUq'NR½TTCHQƂPCNK\CEQPNCUKIWKGPVGHTCUG
p&GJGEJQITCPRCTVGFGNCCPKOCFXGTUKÏPEQPUGTXCFQTCEQPVTCNC
KPXGUVKICEKÏPCTVÉUVKECRTQXKGPGFGWPCUGPUCEKÏPFGCOGPC\CRQT
NCFKUQNWEKÏPFGGUVCUHTQPVGTCU[GUVGGUGNOQVKXQRQTGNEWCNEQP
HTGEWGPEKCGPNCRT½EVKECEQVKFKCPCUGPKGICSWGNCKPXGUVKICEKÏP
CTVÉUVKECUGCPKCTVGPKKPXGUVKICEKÏPq
%QOQXGOQUUGGUVCDNGEGWPCFKHGTGPEKCGPVTGCTVGCWVÏPQOQPQ
KPXGUVKICFQT[CTVGFGKPXGUVKICEKÏPtEQORTQOGVKFQGPNCUNWEJCU
UQEKCNGU5GVTCVCFGWPCXKGLCRQNÅOKECSWGCJQTCTGVQTPCGPHQTOC
FGFGDCVGFKUEKRNKPCT'NCTVGKPCWVÅPVKEQSWGPQpRQPGGPRGNKITQ
NCFKXKUKÏPFGNVTCDCLQqUGTÉCGNCWVÏPQOQ[GNCTVGCWVÅPVKEQUGTÉCGN
SWGpKPXGUVKICqRQNÉVKECOGPVG2GTQCNUGRCTCTFGGUVGOQFQGNCTVG
CWVÏPQOQFGNSWGPQNQGUUGQNXKFCNCFKHGTGPEKCHWPFCOGPVCN 
NCSWGJCEGFGNRTQRKQCTVGWPpOWPFQqCWVÏPQOQ.CCWVQPQOÉC
FGNCTVGPQFGRGPFGFGNCXQNWPVCFtFGNCUDWGPCQOCNCUKPVGP-
EKQPGUtFGNCTVKUVC'UEQOQ[CJGOQUKPUKUVKFQWPJGEJQUQEKCN
'NCTVGGZRTGUCOGPVGRQNÉVKEQVCODKÅPRGTOCPGEGEQOQCWVÏPQ-
OQFGUFGWPCRGTURGEVKXCEWNVWTCN;EQOQGUQDXKQNQUXCNQTGU
artísticos y políticos de una obra no pueden depender del grado 
FGXKPEWNCEKÏPEQPUEKGPVGFGNCTVKUVC EQP NCU pNWEJCU UQEKCNGUq 
.COGFKCEKÏPCTVÉUVKECUWRQPGSWGCNIQQEWNVQGPNCXKFCUQEKCN
UGOWGUVTGGPCEVQPQVKGPGEQOQVCTGCNCGPWPEKCEKÏPFGOQU-
VTCVKXCFGPKPIÖPCURGEVQFG NQ TGCN'N TKGUIQFGGUVGRNCPVGC-
OKGPVQ EQPUKUVG GP EQPVTKDWKT C NC KNWUKÏPtOKGPVTCU UKICOQU 
hablando de arte— de que la actitudCUGTVKXCFGNCTVKUVCRWGFGRQPGT
en peligro, por sí misma y como si se tratara de un acto mágico, 
PCFCOGPQUSWGNCpFKXKUKÏPFGNVTCDCLQq.CPGICEKÏPFGSWGGN 
CTVGUGCKPXGUVKICEKÏPtFGSWGUWPCVWTCNG\CGUCLGPC[EQPVTCTKCC
GUGRTQEGFGTtPQRTGUWRQPGPGEGUCTKCOGPVGWPCRQUKEKÏPRQNÉVKEC
EQPUGTXCFQTCPKVCORQEQWPVGOQTCNCFKUQNWEKÏPFGNCUHTQPVGTCU13. 
10. http://www.juntadeandalucia.es/cultura/
caac/programa/jaar11/frame.htm
11. Hito Steyerl, “Aesthetics of Resistance? 
#TVKUVKE4GUGCTEJCU&KUEKRNKPGCPF%QPƃKEVq
en MaHKUzine. Journal of Artistic ResearchKPXK-
erno, 2010. http://www.mahku.nl/download/
OC*-7\KPGAYGDRFH 
'P ECUVGNNCPQ GP eipcp. Instituto europeo para 
políticas culturales progresivas, http://eipcp.net/
VTCPUXGTUCNUVG[GTNGU
'PCWUGPEKCFGWPCFGƂPKEKÏPGNGLGORNQ
que se nos ofrece es una obra de la propia autora, 
The Building 
GPNCSWGUGJCDTÉCFGUCTTQ-
NNCFQWPCKPXGUVKICEKÏPUQDTGNCUJWGNNCUFGN
VTCDCLQGUENCXQFGNPC\KUOQGPGNGFKƂEKQSWG
alberga la Academia de Arte de Linz, en aquel 
CÍQGPSWGGUVC EKWFCFGTC%CRKVCN'WTQRGC 
de la Cultura. Descubrir que los radiadores del 
GFKHKEKQRQFTÉCPRTQXGPKTFGN FGUOCPVGNCFQ
ECORQFGEQPEGPVTCEKÏPFG/CWVJCWUGPGUUKP
duda, un dato de interés para la historia local, 
[OW[DKGPRWGFGEQPUVKVWKTUGGPOQVKXQRCTCGN
FGUCTTQNNQFGWPCQDTCCTVÉUVKECQNKVGTCTKC2GTQ
GUVGJCNNC\IQGPUÉUKPO½UCTVKEWNCEKÏPFKU-
EWTUKXCPQRWGFGGPVGPFGTUGEQOQWPCKPXGU-
VKICEKÏPtGPGNUGPVKFQFGNCFGOQUVTCEKÏPQ
HCNUCEKÏPFGWPCJKRÏVGUKUSWGEQPVTKDW[GCWP
conocimiento racional del mundo. Sencilla-
mente porque no hay nada demostrativo en este 
descubrimiento con respecto al conocimiento 
de la historia cultural, social o política local. 
5ÏNQmuestraQUGÍCNCWPFCVQUKIPKƂECVKXQFGN
RCUCFQ EQPETGVQ G KPFKXKFWCNFGWPGFKHKEKQ
RÖDNKEQ#SWÉUGEQPHWPFGNCKPXGUVKICEKÏPGP
GNUGPVKFQCECFÅOKEQQFKUEKRNKPCTEQPNCKPXGU-
VKICEKÏPGPVGPFKFCEQOQRGUSWKUCFGVGEVKXGUEC
QRQNKEKCNtUKGORTGXKPEWNCFCCNcaso, nunca 
EQPXCNQTFGOQUVTCVKXQQIGPGTCNK\CDNGO½UCNN½
del sucesoGPEWGUVKÏP7PCCEGREKÏPFGNVÅTOK-
PQKPXGUVKICTSWGGPGHGEVQOKGPVTCUPQRTG-
tenda hacerse pasar por una metodología dis-
EKRNKPCTOCPVKGPGCƂPKFCFGUEQPGNRTQEGFGT
artístico.
7PGLGORNQEQPQEKFQHistoire(s) du cinéma de 
)QFCTF
PQRGTVGPGEGEQOQHQTOC-
EKÏPFKUEWTUKXCCNC*KUVQTKCFGN%KPGPKVCO-
poco a la Historia Contemporánea, sino que, 
EQOQGUQDXKQEQPUKUVGGPGUQSWGFGPQOKPC-
mos una Película2QTGUGOQVKXQRWGFGFGEKTUG
de ella que es hermosa y terrible. Bien es cier-
to que se puede aprender más sobre Historia 
y Cine contemplando esta pieza de cine ensa-
[QSWGNG[GPFQFKUEKRNKPCFQU[OGVÏFKEQUVTCVC-
FQUFG*KUVQTKCFGN%KPG2GTQGUVQPQGUFGDKFQ
CSWGEQPUVKVW[CWPCKPXGUVKICEKÏPGPGNUGPVK-
do académico, sino, muy al contrario, a que nos 
ofrece en acto otra forma de comprender que 
quiebra los automatismo de los discursos disci-
plinares. A que se trata, sencillamente, de una 
QDTCtFGOGFKCEKÏPCTVÉUVKECtNQITCFC
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2WGFGRQTGNEQPVTCTKQGUVCTHWPFCFCGPNCUQURGEJCEQPƂTOCFC
por el modo en que se ha naturalizado el término en el “mundo” del 
CTVGFGSWGPQGUUKPQGNHTWVQFGWPCPWGXC[IGPGTCNK\CFCHQTOC
de ingenuidad —tan difícil de distinguir en la práctica, como se sabe, 
FGNOGTQEKPKUOQ7PCPWGXCOQFCNKFCFFGGXKFGPEKCSWGEWORNG
WPRCRGNKFGQNÏIKEQITCEKCUCNEWCNGNartworld puede presumir una 
HWPEKÏPUQEKCNGKNWUKQPCTUGEQPNCHTWKEKÏPFGWPCpGZRGTKGPEKC
CWVÅPVKECqNCSWGNGQHTGEGFGOCPGTCEQORNCEKGPVGUWTGVÏTKEC
crítica.
Mientras tanto en los Museos y Centros de Arte, en las Ferias y 
$KGPCNGUGPNCU(CEWNVCFGU['UEWGNCUPQUCRTGUWTCOQURQTCETG-
ditar lo que ya todos damos por supuesto, que en el horizonte de 
NQCTVÉUVKEQJCUWTIKFQWPCPWGXCHWPEKÏPOÉVKECSWGPQUXCCRGT-
OKVKTTGEWRGTCTNCETGFKDKNKFCFUQEKCNRGTFKFCGPNCÖNVKOCUFÅEC-
das: el arte FGKPXGUVKICT'NFQEVQT(CWUVTQNNNQJCDÉCRTQHGVK\CFQ
OKGPVTCUVQFQGNOWPFQUGVQOCDCCEJWƃCUWUNÖEKFQUVGQTGOCU 
“La patafísica es la ciencia de las soluciones imaginarias, que con-
EKGTVCUKODÏNKECOGPVGCNQUNKPGCOKGPVQUNCURTQRKGFCFGUFGNQU
QDLGVQUFGUETKVQURQTUWXKTVWCNKFCFq147PCFGƂPKEKÏPSWGRQTƂP
RWGFGUGTCUWOKFCUKPPKPIÖPGUETÖRWNQGPNCPWGXCLGTICFGNQU
RTQ[GEVQUFGKPXGUVKICEKÏPCTVÉUVKECGP+&K#DWGPUGIWTQEQTTQ-
DQTCTÉCEQPUCVKUHCEEKÏPNCEQPENWUKÏPFGNVGZVQFG5VG[GTNLWUVQGP
GNR½TTCHQUKIWKGPVGEWCPFQXKGPGCEQPƂTOCTSWGNCUWUQFKEJC
KPXGUVKICEKÏPCTVÉUVKECCRCTVGFGEQPUKUVKTGPWPCpGUVÅVKECFGNC
TGUKUVGPEKCqRTQFWEGRQTCÍCFKFWTCWPCpVTCEEKÏPJCEKCNCRTQFWE-
EKÏPFGUCDGTCTVGCRNKECFQQCRNKECDNGSWGRWGFGGORNGCTUGRCTCNC
KPPQXCEKÏPGORTGUCTKCNNCEQJGUKÏPUQEKCNGNOCTMGVKPIWTDCPQ[
miles de otros aspectos del capitalismo cultural”.
14. Alfred Jarry, Hechos y dichos del Dr. Faustroll, 
Patafísico$CTEGNQPC/CFT½IQTC

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Director: 
Yaiza Hernández Velázquez
This book is a part of the project 
p2TQEGGFKPIUq RWDNKECVKQPU EQN-
lecting the different seminars 
CPF EQWTUGU FGXGNQRGF YKVJKP
Montehermoso’s programming. 
This is a compilation of the dif-
ferent lectures that took place 
as part of the course Inter/Multi/
Cross/Trans. The Uncertain Territory 
of Art Theory in the Age of Academic 
Capitalism, held in the Center on 3 
and 4 December 2010.
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+PFGRGPFGPVTGUGCTEJGTCPF2J& 
candidate at the Centre for Research 
KP/QFGTP'WTQRGCP2JKNQUQRJ[

.QPFQP5JGJCURTGXKQWUN[YQTM 
ed, among other things, as director 
QH%'0&'#%
/WTEKCEWTCVQTCV 
%##/
.CU2CNOCUFG)TCP%CPCTKC
and tutor at the School of Fine Arts, 
/KFFNGUGZ7PKXGTUKV[ 
.QPFQP
She has also worked frequently as 
CPGFKVQTVTCPUNCVQTCPFXKUKVKPI
NGEVWTGTKPUGXGTCNCECFGOKECPF
artistic institutions.
+PVJGURTKPIQH:CDKGT#TCMKUVCKPCPF$GCVTK\*GTT½G\KPXKVGF
me to be a member of the jury that had to assign the yearly awards 
for “Art and Research” they had set up in Montehermoso. Already 
CVVJCVRQKPVYGGZEJCPIGFUQOGRW\\NGFEQPXGTUCVKQPUQPVJGUWF-
FGPKPVGTGUVQHGXGT[QPGHQTCRTQDNGOVJCVWRWPVKNVJGPYCU
UGGOKPIN[PQPGZKUVGPVVJCVQHFGƂPKPIYJCVUQOGVJKPIECNNGF 
“artistic research” could possibly consist of.1#NKVVNGQXGTC[GCT
NCVGTYGOGVCICKPHQTVJGGXGPVVJCVYQWNFGXGPVWCNN[IKXGTKUG
to this publication. By then, we had worse things to worry about. 
The “green shoots” of a zombie capitalism were failing to respond 
VQVJGKTTGRGCVGFKPXQECVKQPU6JGUECNGQHVJGU[UVGOKEHTCWFYCU
UVCTVKPIVQUKPMKPVJG9GUVCUUQEKCNEWVUDGECOGOQTGDKVVGTOCM-
KPIVJGOUGNXGUHGNVKPJCTFN[CPVKEKRCVGFYC[U#HVGTVJGEQNNCRUGQH
VJG5QXKGVDNQEMYGMPGYVJCVQWTHTCIKNGYGNHCTGUVCVGJCFQWVNKXGF
its pacifying function and nothing pointed towards its continuing 
endurance. But the opportunism with which “austerity” measures 
were embraced caught all of us unawares. 
6JG7PKXGTUKV[YCUPQVURCTGF+PVJGEQWPVTKGUDGNQPIKPIVQVJCV
KPGHHCDNG'WTQRGCP*KIJGT'FWECVKQP#TGCFGUKIPGFVQRTQOQVGVJG
HTGGOQXGOGPVQHUVWFGPVEWUVQOGTUYKVJKPKVUDQTFGTUVJGKFGC
VJCVWPKXGTUKVKGUUJQWNFFGRNQ[KVUGPGTIKGUpEQORGVKPIqKPCRJCP-
VCUOCVKEINQDCNGFWECVKQPCNOCTMGVJCUDGEQOGFQIOCKPCXGT[
short time.2 In this context, as Marina Vishmidt points out, the 
KFGCVJCVQWTGNWUKXGCTVKUVKETGUGCTEJOWUVDGFGƂPGF
VJCVKUVQ
UC[VWTPGFKPVQUQOGVJKPISWCPVKƂCDNGCPFUGNNCDNGEGCUGFVQDG
puzzling and became merely symptomatic.3 
*QYGXGTPQXGNC2J&KP(KPG#TVUOKIJVCRRGCTKPUQOGEQPVGZVU
VJG[JCXGGZKUVGFHQTCNQPIVKOGKPUQOGEQWPVTKGUDGNQPIKPIVQVJG
'*'#
UWEJCU5RCKPYKVJQWVECWUKPIOWEJQHCUVKT6JGRTQDNGO
KUPQVFGVGTOKPKPIYJGVJGTCTVKUVUUJQWNFDGITCPVGF2J&UQTPQV
the gesture in itself is pretty banal. An artist with a doctorate is not 
PGEGUUCTKN[CDGVVGT
QTYQTUGCTVKUVVJCPQPGYKVJQWVQPG5JGKU
UKORN[CPCTVKUVYJQJCUURGPVCNQPIGTVKOGFGCNKPIYKVJWPKXGTUKV[
UVTWEVWTGU6JG7PKXGTUKV[KUsCVNGCUVRWVCVKXGN[sCU[UVGOHQTVJG
UVCPFCTFKUGFCPFWPKXGTUCNN[QDLGEVKƂCDNGEGTVKƂECVKQPQHMPQYN-
GFIGCPFUMKNNU0GGFNGUUVQUC[VJCVKUYJGTGKVUTGUVTKEVKXGCPF
EQPUGTXCVKXGEQTGNKGU
VJG2J&CUVJGNGIKVKOCVKQPQHVJGGOGTIGPV
D[VJGCNTGCF[GZVCPV$WVKPVJKUWPKXGTUCNKUKPICODKVKQPNKGUCNUQ
VJGFGOCPFVJCVTGUGCTEJEQPVTKDWVGUVQCEQNNGEVKXGN[JGNFMPQYN-
edge, that it feeds a common project that goes beyond the indi-
XKFWCNVTCLGEVQT[QHVJGUVWFGPVCPFGPTKEJGUCYKFGTEQOOWPKV[QH
scholars.4 As José Díaz Cuyás points out in his contribution to this 
XQNWOGVJGMKPFQHMPQYNGFIGVJCVKUICKPGFKPC(KPG#TV5EJQQN

HTQOVJG(QWPFCVKQPVQVJG2J&FGITGGECPJCTFN[DGQDLGEVKƂGF
CPFUVCPFCTFKUGF
VJKUKUYJGTGVJGFGOCPFVQMGGRCPGZEGRVKQPCN
UVCVWUHQTCTVYKVJKPVJGWPKXGTUKV[UVGOUHTQO$WVOQTGQXGTCU
#PFTGY/E)GVVKICPJCUQDUGTXGFGNUGYJGTGKPOQTGTGEGPV2J&
RTQITCOOGUVJCVCVVGORVVQƂVKPVQCOQTGUVCPFCTFRTQEGUUQH
GXCNWCVKQPpVJGKPFKXKFWCNoUTGUGCTEJRTQLGEVUGVUVJGVGUVKVKUVQ
WPFGTIQCPFGHHGEVKXGN[FGVGTOKPGUVJGURGEKƂEETKVGTKCYJKEJCTG
DTQWIJVKPVQRNC[CVƂPCNCUUGUUOGPVq5 This comes dangerously 
close to solipsism and takes the doctorate in Fine Art away from 
traditional academic research, while engaging in a dubious kind of 
ENKGPVNGFDGJCXKQWT
0GXGTVJGNGUUVJGVGTOpTGUGCTEJqKPCTVKUVKETGUGCTEJKUPQVRCTVKE-
WNCTN[RTQDNGOCVKEKHWPFGTUVQQFKPCPGXGT[FC[PQPCFOKPKUVTCVKXG
UGPUGVQTGHGTVQYJCVGXGTKVKUVJCVCTVKUVUFQKPVJGEQWTUGQHFGXGN-
#OQPI UGXGTCN RWDNKECVKQPU FGCNKPIYKVJ
“artistic research” that came out around the 
time are /#*QNN[CPF/5OKVJ
GFUWhat 
is Research in the Visual Arts?, 2009; J. Reardon 

GFCh-changes, 5*/CFQHH
GFThe Art 
School,'NMKPUArtists with PhDs, 2009; 
-/CE.GQF CPF .*QNFTKFIG 
GFUThinking 
Through Art 
CPF)5WNNKXCPArt 
Practice as Research0QV VQOGPVKQPVJG
countless seminars, conferences, symposia and 
online journals dealing with the same. 
2. See www.ehea.info for the heroic border-bust-
KPIXGTUKQP#OQTGRGFGUVTKCPCEEQWPVQHVJG
'*'#CRRGCTUKP.#NGITGCPF8/QTGPQ
GFU
Bolonia no existe)KRÖ\EQC*KTW)TGCV 
$TKVCKPKUVQFC[UGEQPFQPN[VQVJG7PKVGF5VCVGU
in terms “global education” market share, 
although its composition is rapidly being recon-
HKIWTGF 
KV TGOCKPU VQDG UGGP HQT GZCORNG
whether China will continue to send its students 
abroad or will opt instead for securing degree-
ITCPVKPIRQYGTUHTQOHQTGKIPWPKXGTUKVKGU5GG
#PFTGY4QUUp6JG4KUGQHVJG)NQDCN7PKXGTUKV[q 
KP6JG'FWHCEVQT[%QNNGEVKXG
GFUToward a Global 
Autonomous University0GY;QTM#WVQPQOGFKC 
RR#PCPCN[UKUQHVJG75OQFGN
where the miseries of the Bologna process can 
be more clearly fathomed, is offered in Sheila 
Slaughter and Gary Rhoades, Academic Capitalism 
and the New Economy. Markets, state and higher 
educationCPF
YKVJ.CTT[..GUNKGAcademic 
Capitalism. Politics, policy and the entrepreneurial 
University, 1997, both published by Johns Hopkins 
7PKXGTUKV[2TGUU
0GGFNGUUVQUC[VJGRTGQEEWRCVKQPQHUEJQQNU
and faculties of Fine Art with quantifying 
academic credits in art education predates 
2009. It is worth exploring some of the earlier 
FQEWOGPVURTQFWEGFD[PGVYQTMUUWEJCU'.+#

'WTQRGCP .GCIWG QH +PUVKVWVGU QH VJG#TVU
'#40
'WTQRGCP#TVKUVKE4GUGCTEJ0GVYQTM
7(4#&
'WTQRGCP(QTWOHQT4GUGCTEJ&GITGGU
KP#TVCPF&GUKIPCPFVJGPGVYQTMQHPGVYQTMU
5*#4'
5VGR%JCPIGHQT*KIJGT#TVU4GUGCTEJ
CPF'FWECVKQP
4. This is posited as a requirement for doctoral 
research despite how often research results 
HCKN VQ NKXGWR VQ VJKU TGSWKTGOGPV +COPQV
attempting to describe de actual results of each 
model, but rather to compare their contrasting 
horizons.
#PFTGY/E)GVVKICPp#TV2TCEVKEGCPF VJG
Doctoral Degree” originally published in Afterall 
online www.afterall.org/online/art-practice-and-
VJGFQEVQTCNFGITGG
TGVTKGXGFQPst September 
+VKUCNUQCXCKNCDNGQP/E)GVVKICPoUGZEGN-
NGPVDNQIYJGTGJGRTQXKFGUCPQPIQKPITKIQTQWU
CPCN[UKUQH7PKXGTUKV[pTGHQTOUqKPVJG7-UGG
http://andrewmcgettigan.org
<AG8E"@H?G<"6EBFF"GE4AF!
G;8HA68EG4<AG8EE<GBEL
B94EGG;8BEL<AG;84:8
B946478@<664C<G4?<F@
Yaiza Hernández Velázquez 
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oping their working processes–working processes that, in keeping 
YKVJVJGYKFGTEQPFKVKQPUQHNCDQWTKPVJGECRKVCNKUV9GUVJCXG
DGEQOGKPETGCUKPIN[KOOCVGTKCN6JGCVVGORVUVQFGƂPGKVCPUYGT
to a non-problem but a real demand, a demand that is extended 
from the managerial layers of academic life. If up until now art 
JCUHWPEVKQPGFCUCUQOGYJCVUKPIWNCTECUGYKVJKPVJGWPKXGTUKV[
now it must step into line. The Fine Art Faculty loses autonomy 
and authority to certify on its own the student’s ability to reach 
CPCDUVTCEVUVCPFCTF
VJKUYCUPGGFNGUUVQUC[CPKORGTHGEVU[UVGO
XWNPGTCDNGVQCDWUGDWVQPGVJCVCV NGCUVCNNQYGFHQTCEGTVCKP 
XCTKGV[QHUVCPFCTFU
*QYGXGTOWEJWPKXGTUKV[OCPCIGTU KPUKUVQPHQTEKPIHCEWNV[
VQRNC[CNQPIYKVJVJGKTDWTGCWETCVKEƂEVKQPUVQRTQFWEGHTWKVNGUU
TGRQTVU
COKNFHQTOQHTKVWCNJWOKNKCVKQPCTVKUVKETGUGCTEJKPVJKU
GXGT[FC[UGPUGYKNNRTQDCDN[PQVDGOCIKECNN[VTCPUƂIWTGFKPVQ
anything closer to academic research. I don’t think that is where 
the danger lies. 
There is something untimely about the endlessly repeated idea 
VJCVVJGOCKPRTQDNGOYKVJVJG$QNQIPC2TQEGUUJCUVQFQYKVJKVU
CVVGORVVQOCMGCPpWPFKUEKRNKPGFqCTVKUVKEGFWECVKQPƂVYKVJKPVJG
TGUVTKEVKXGRCTCOGVGTUQHVJG7PKXGTUKV[6 This is not just because this 
KFGCEQWNFNGCFWUVQDGNKGXGVJCVCPQRGTCVKQPNKMG$QNQIPCYJQUG
QTICPKUKPINQIKEKUVWTPKPIRWDNKEIQQFUKPVQRTKXCVGTGUQWTEGURQUGU
CPGZENWUKXGN[RGFCIQIKECNQTEWTTKEWNCTRTQDNGO+VCNUQCRRGCTUVQ
UWIIGUVVJCVYJKNGCTVKUVKEGFWECVKQPWPFGTIQGUCOCUUKXGVTCPUHQT-
OCVKQPVJGTGUVQHVJGWPKXGTUKV[TGOCKPUKOOWVCDNGCPKFGCVJCV
in the current scenario could sound reassuring.
*GPEGKPCTGEGPVGZEJCPIG'XC'IGTOCPNCOGPVUVJGHCEVVJCV
p7PKXGTUKV[EWTTKEWNCCTGFGUKIPGFVQKPVTQFWEGUVWFGPVUVQVJG
OGVJQFQNQIKGUCPFJCDKVUQHURGEKƂEFKUEKRNKPGUTCVJGTVJCPRTQXKFG
UMKNNUYKVJRTCEVKECNCRRNKECDKNKV[qYJKNG/CTKQPXQP1UVGPRQKPVU
out that “social mobility is the de factoRTKXKNGIGQHVJQUGYJQUWDOKV
VQ VJGUCPEVKQPGFEGTVKƂECVKQPUCNNQVJGTPGEGUUCT[MPQYNGFIG 
VJCVEQWNFDGCESWKTGFKPGXGT[FC[NKHGQTCVVJGYQTMRNCEGTGOCKPU
YKVJQWVUQEKCNTGEQIPKVKQPNGCXKPIVJGFKXKUKQPQHNCDQTCPFVJGENCUU
hierarchy unchallenged.”7 Both positions are disconcerting to say 
VJGNGCUVKPCEQPVGZVYJGTGVJGWPKXGTUKV[KUWPFGTIQKPITGHQTOU
that are geared towards excluding those kinds of knowledge that 
JCXGPQpRTCEVKECNCRRNKECVKQPqWPFGTUVQQFVQOGCPUQOGFKTGEV
XCNWGHQTGORNQ[GTUQTCPCDKNKV[VQIGPGTCVGUWTRNWUXCNWGD[VJG
selling of patents and the like. The point about knowledge gained 
CVVJGYQTMRNCEGTGOCKPKPIYKVJQWVUQEKCNTGEQIPKVKQPUQWPFUGXGP
more obsolete in the age of work-based learning.80GGFNGUUVQUC[
VJGTGCTGUVKNNOCP[RTCEVKEGUVJCVPGKVJGTUWDOKVVQPQTTGEGKXG
CECFGOKEEGTVKƂECVKQPDWVIKXGPVJGSWCNKVCVKXGDNWTTKPIQHNKPGU
DGVYGGPVJQUGYJKEJFQCPFVJQUGYJKEJFQPoV
NKPGUYJKEJPQYC-
FC[UCTGPQVUQENGCTN[VTCEGFWRQPENCUUFKXKUKQPUVJGCTIWOGPVU
used in the 1970s to defend polytechnic education cannot simply 
be rehashed today.9
+PJKUEQPVTKDWVKQPVQVJKUXQNWOG&KGVGT.GUCIGRTQRQUGUCPQVJ-
er possibility. Instead of falling under the strictures of rigid and 
RTGƂZGFWPKXGTUKV[ETKVGTKCCTVKUVKETGUGCTEJOKIJVUGTXGCUVJG
OQVQTQHCVTCPUHQTOCVKQPQHVJGWPKXGTUKV[tout court. In his read-
ing, it might well be possible for the new formats and networks 
QHFKUUGOKPCVKQPCPFEQNNCDQTCVKQPVJCVJCXGDGEQOGCEEGRVCDNG
in academia thanks to the efforts made to accommodate artistic 
TGUGCTEJVQRTQXQMGpVJGGPFQHVJGJGIGOQP[QHVJGPCVWTCNUEKGPEGUq 
6. I take the term from Irit Rogoff, who likes 
to talk of her practice as belonging to “undis-
ciplined studies”. The danger with position-
KPIQWTUGNXGUa priori in this “undisciplined” 
terrain is remaining obdurately blind to our 
own academicism.
5GG(CJKO#OKT'XC'IGTOCPP/CTKQPXQP
1UVGPCPF2GVGT5RKNNOCPPp9JCV5JCNN9G&Q!q
in GƃWZLQWTPCN, June-August 2010, pp. 7 y 9. 
6JKUTGHGTUVQVJGITQYKPICDKNKV[D[WPKXGTUK-
ties to compute hours spent in the workplace as 
academic credits. The clearest example of this is 
the generalisation of “work experience” periods 
as a prerequisite of graduate and postgraduate 
courses. But beyond these, the tendency is 
towards courses that are designed to be almost 
completely undertaken in the workplace. A clear 
example would be the foundation degrees that 
/CPEJGUVGT/GVTQRQNKVCP7PKXGTUKV[CEETGFKVU
for employees of Boots, Tesco y McDonalds, see 
www.mmu.ac.uk/news/articles/1384 

TGVTKGXGFQPst5GRVGODGT
9. At that point one could still argue with some 
EQPXKEVKQPPQVFGPVGFD[JKUVQT[VJCVUWEJGFWEC-
VKQPEQWNFUVQRENCUUFKXKUKQPUDGKPITGRNKECVGF
CVCPGFWECVKQPCNNGXGN6JKUKUHQTGZCORNG'TKE 
Robinson’s argument in The New Polytechnics: A 
Radical Policy for Higher Education, London: Corn- 
market, 1968. I owe this reference to the fasci-
nating account offered by Lisa Tickner in Hornsey 
6JG#TV5EJQQN4GXQNWVKQP, London: Frances 
Lincoln Limited, 2008. 
VJTQWIJQWV VJGWPKXGTUKV[10 Here, artistic research is seen as a 
Trojan horse with the ability to destroy from within the system that 
JCUIKXGPTKUGVQKV11 John Roberts’ position comes close to Lesage’s 
KPJKUFGHGPEGQH(KPG#TV2J&UCUXGTKVCDNGpGPENCXGUqQHETKVKECN 
VJKPMKPIUKVGUYJGTGVJGpDWKNFKPIQHRTKOKVKXGECFTGUVJCVYKNNUJCRG
VJGRTQITGUUKXGFKTGEVKQPQHHWVWTGCTVKUVKECPFEWNVWTCNUVTWIINGUq 
will take place.12$QVJUJCTGCHWPFCOGPVCNN[QRVKOKUVXKGYTGICTF-
ing the ability of Fine Art Schools to act as sites of resistance and 
VTCPUHQTOCVKQPYKVJKPCPKPETGCUKPIN[JQUVKNGWPKXGTUKV[EQPVGZV
Both are suspicious of the attempt to posit “inter/multi/cross/trans-
FKUEKRNKPCTKV[qCUCRTQDNGO1DXKQWUN[SWGUVKQPKPIVJGTGNGXCPEG
of pursuing a true transdisciplinarity could bring us into line 
YKVJCJQUVQHOGNCPEJQNKEETKVKSWGU
VJCVJCXGTGEGPVN[RTQNKHGT-
CVGFGXGPYKVJKPVJGNGHVVJCVECNNHQTCTVKUVKERTCEVKEGUEGOGPVGF 
QPCMKPFQHCTVKUCPCNMPQYJQYCETGCVKXGGPICIGOGPVYKVJVJG
OGFKWOCPFVGEJPKECNUMKNNU6JGOQUVEQPUGTXCVKXGQHVJQUGETKVKSWGU
WPFGTUVCPFVJQUGRTCEVKEGUVQDGEQORTQOKUGFD[CRGTPKEKQWUƂZC-
tion with “theory”, understood as the generalised after-effect of 
conceptual art.13 
+VKUPQVJCTFVQFGVGEVUQOGQHVJKUOGNCPEJQN[KP6JKGTT[FG&WXGoU
VTKRCTVKVGCEEQWPVQHVJGGXQNWVKQPQHCTVKUVKEGFWECVKQP#EEQTFKPIVQ
&G&WXGVJGƂTUVGXGTOQFGNsVJCVQHVJGVTCFKVKQPCNCECFGO[sYCU
guided by the triad talent/metier/imitation: the academy “detected” 
those endowed with genius or exceptional talent, training them in 
the techniques of the metier, directing them towards the imitation 
of great masters. In the next stage, corresponding to the modern 
CECFGO[
SWKVGENGCTN[&G&WXGoUHCXQWTKVGVJGVTKCFYCUVJCVQH
ETGCVKXKV[OGFKWOKPXGPVKQPETGCVKXKV[WPFGTUVQQFCUCWPKXGTUCN
CVVTKDWVGECPDGVTCKPGFVQGPICIGYKVJCIKXGPOGFKWOKPQTFGTVQ
KPPQXCVGYKVJKPKVUNKOKVU+PCVJKTFOQOGPV
RTGUWOCDN[QWTQYP
this triad will be made up of attitude/practice/deconstruction. For 
&G&WXGVJKUKUVJGVKOGKPYJKEJpNKPIWKUVKEUUGOKQVKEUCPVJTQ-
pology, psychoanalysis, Marxism, feminism, structuralism and 
RQUVUVTWEVWTCNKUOKPUJQTVnVJGQT[o
QTUQECNNGFn(TGPEJVJGQT[o 
entered art schools and succeeded in displacing—sometimes 
TGRNCEKPItUVWFKQRTCEVKEGYJKNGTGPGYKPIVJGETKVKECNXQECDWNCT[
and intellectual tools with which to approach the making and the 
appreciating of art.”147PHQTVWPCVGN[&G&WXGKUWPCDNGVQICVJGT
OWEJGPVJWUKCUOHQTVJGCTTKXCNQHCNNVJKUVJGQTGVKECNECTIQ+P
its aftermath, he sees nothing more than a widespread cynicism. 
Today we will be left with nothing more than a residual image of 
the modernist paradigm, only “minus faith, and plus suspicion”.15
&G&WXGoURQUKVKQPKUTGOKPKUEGPV
FQWDVNGUUN[FGURKVGJKOUGNH
QHVJCVXKUEGTCNTGLGEVKQPQHpVJGQT[q
QHVGPNKPMGFVQCTGLGEVKQP
QH EWNVWTCNCPFRQUVEQNQPKCN UVWFKGUCU EQFGF UKIPKƂGTU HQT VJG 
pYQTMKPIENCUUqCPFVJGpPQP9GUVGTPqVJCVUWTXKXGFVJGKPHCOQWU
culture wars only to re-emerge energised post 9-11; that recurrent 
LGTGOKCFCDQWVJQYVJG7PKXGTUKV[KUDGKPIVCMGPQXGTD[pTCFKECNUq
QTpTGNCVKXKUVUqVJCVKUFTCOCVKECNN[KPXQMGFYJKNGVJG7PKXGTUKV[KU
RNCEKFN[DGKPIVCMGPQXGTD[OCPCIGOGPV$WVUEGRVKEKUOCDQWV
EWTTGPVOQFGNUQHVTCPUFKUEKRNKPCTKV[FQGUPQVPGEGUUCTKN[JCXGVQ
be linked to a desire to reinstate the borders between disciplines, 
TGGUVCDNKUJCFKXKUKQPQHKPVGNNGEVWCNNCDQWTOWEJNGUUCP[CVVGORV
to question the pertinence of “theorising” in a world subsumed in 
WVKNKVCTKCPRTCEVKEG6JCVKUVQUC[VJGUGCTEJHQTVJCVTGXQNWVKQP-
ary Bildung Roberts talks about is not necessarily incompatible with 
a questioning of current models of artistic research, nor does the 
10. See Dieter Lesage, “Theory and the Academy” 
KPVJKUXQNWOG+COYCT[QHFGOQPKUKPIVJG
“natural sciences”, establishing lines of antago-
nism with scientist colleagues. It is no doubt 
true that the humanities in general and art 
KPRCTVKEWNCTJCXGJCFVQOCMGWPFWGGHHQTVU
VQƂVKPVQCECFGOKEETKVGTKCFGUKIPGFVQƂVVJG
UEKGPEGU 
VJGRGGTTGXKGYLQWTPCN KUQPN[ VJG
OQUVEQOOQPN[EKVGFGZCORNG*QYGXGTVJG
sciences are far from comfortable in the entre-
RTGPGWTKCNWPKXGTUKV[KPHCEVVJG[UWHHGTFKURTQ-
RQTVKQPCVGN[HTQOKVURGTPKEKQWUGHHGEVU9GECP
recall, for example, the reaction of the scien-
VKƂEEQOOWPKV[KPVJG7-YJGPHCEGFYKVJVJG
demand that research funds applications should 
KPENWFGCTGRQTVQPVJGpUQEKCNGEQPQOKEq
KG
EQOOGTEKCNXCNWGQHUWEJTGUGCTEJMPQYPCU
an “impact summary”.
www.timeshighereducation.co.uk/story.asp? 
UVQT[EQFG 
TGVTKGXGF QP th August 
6QDGNKGXG VJCV VJGCKO KU VQ VWTP VJG
arts into sciences is to turn our attention away 
from the problem, the aim is to turn both into 
commodities.
.GUCIGNQECVGUVJGXCNWGQHVJG$QNQIPCRTQE-
ess precisely in its self-defeating potential, in 
the fact that it “possesses the strange ability to 
destroy itself”, op. cit.
,QJP4QDGTVUnp6JG7PEGTVCKP6GTTCKPQH#TV
Theory’: Bildung VJG7PKXGTUKV[CPFVJG0GY
#TVKUVqKPVJKUXQNWOGRR::::6JGUWDUVCP-
VKCNTCKUGKP7PKXGTUKV[HGGUCPFVJGKPETGCUKPI
concentration of “centres of excellence” in 
OGVTQRQNKVCPEGPVTGUYKVJCJKIJEQUVQHNKXKPI
OCMGUKVFKHƂEWNVVQEQPEGKXGQHVJGUGpGPENCXGUq
as class neutral. 
13. In this sense, Rosalind Krauss’ declaration 
VJCVpVJGCDCPFQPOGPVQHVJGURGEKƂEOGFKWO
spells the death of serious art” is pretty eloquent 

UGG-TCWUUPerpetual Inventory, Cambridge: MIT 
2TGUURZKKK5KOKNCTRTQPQWPEGOGPVU
sKH PQV PGEGUUCTKN[ UQ TCFKECNs JCXG EQOG
from Benjamin Buchloh, Hal Foster and others. 

6,%NCTMYJQUGOGNCPEJQN[TGOCKPUJCTFGTVQ
FKUOKUUFGUGTXGUCUGRCTCVGOGPVKQP4QDGTVU
QHHGTUCEQPXKPEKPIEQWPVGTCTIWOGPVVQVJGUG
laments in his The Intangibilities of Form. Skill 
and Deskilling in Art after the Readymade, London: 
Verso, 2007.
6JKGTT[FG&WXGp9JGP(QTOJCU$GEQOG
Attitude–And Beyond” in Stephen Foster and 
0KEJQNCUFG8KNNG
GFUThe Artist and the Academy: 
Issues in Fine Art Education and The Wider Cultural 
Context, Southampton: John Hansard Gallery, 
1994, pp. 23-40, p. 40.
&G&WXGloc. cit.
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In this way Slater grants artistic research a seemingly unique role 
YKVJKPVJGWPKXGTUKV[KPVGTOUQHKVUCDKNKV[VQHWPEVKQPCUCOGVC
FKUEKRNKPGVJCVVTCPUXGTUCNN[ETQUUGUVJTQWIJCNNQVJGTU6JCVKUVQUC[
KVYQWNFDGKVUKPVTKPUKECNN[OWNVKFKUEKRNKPCT[EJCTCEVGT
VJCVEQO-
bination of alfa, beta and gamma sciences, not to mention delta QPGU 
that would endow artistic research with the requisite methodologi-
ECNURGEKƂEKV[
RGTJCRUEQORGPUCVKPIHQTKVUGRKUVGOQNQIKECNKPFG-
VGTOKPCE[#ICKPUVVJKUGZEKVKPIKPVGTOWNVKETQUUVTCPUFKUEKRNKPG
the rest of the academic landscape appears as little more than a 
EQORGPFKWOQHpTKIKFFKTGEVKXGUqFGVGTOKPGFa priori by scientif-
KERCTCFKIOUCPFKPHQTOGFD[CYQTNFXKUKQPVJCVKUpTGVKPCNCPF
one-dimensional”. It is comforting to see anyone demonstrate such 
GPVJWUKCUOCDQWVVJGTGNCVKXGUVCPFKPIQHJKUƂGNFDWV5NCIGToUQWV-
burst calls to mind a recent boutade by Tirdad Zolghadr in which 
latter presuppose a rejection of “theory”. In fact, when I talk about 
pVJGWPEGTVCKPVGTTKVQT[QHCTVVJGQT[qYJCVGXGTCPZKGV[+OKIJVDG
UJCTKPIJCUNGUUVQFQYKVJVJGFQOKPCPEGQH
ETKVKECNVJGQT[VJCP
YKVJKVUUWTXKXCN
6JGYTKVKPIUQHVJGRTQNKƂE*GPM5NCIGTECPUGTXGCUCECUGKPRQKPV
to untangle some of the contradictions that a great deal of debate 
around artistic research incurs in when dealing with the status 
of “theory”. In a text from 2009, Slager starts by describing a kind 
of knowledge–artistic research–that “cannot be channeled through 
TKIKFCECFGOKEUEKGPVKƂEIWKFGNKPGUeDWVTGSWKTGUHWNNCVVGPVKQPHQT
VJGWPKSWGVJGSWCNKVCVKXGVJGRCTVKEWNCTCPFVJGNQECNeCHQTO
QHPQOKPCNMPQYNGFIGRTQFWEVKQPWPCDNGVQUGTXGCTGVKPCNQPG
FKOGPUKQPCNYQTNFXKGYEJCTCEVGTK\GFD[VTCPURCTGPVUKPIWNCTKV[q 
For Slager, this kind of knowledge production must be tied to a 
research “attitude” characterised by remaining “open and non-dis-
ciplinary”, inserting itself in “multiple models of interpretation”.16 
6JCVKUVQUC[KVECPDGCRRTQCEJGFHTQOCRQVGPVKCNN[GPQTOQWU
QT
OKPKUEWNGXCTKGV[QHOGVJQFQNQIKGUCPFRTGXKQWUMPQYNGFIGCPF
DG[QPFVJKUKVECPCNUQDGTGEGKXGFKPCPGSWCNN[QXGTYJGNOKPI
plurality of ways. And yet, research conducted by artists “is as well-
IWKFGF=CUCP[?D[VJGOQUVKORQTVCPVOCZKOQHCP[UEKGPVKƂECEVKX-
ity since time immemorial: the awareness of the necessity of trans-
RCTGPVEQOOWPKECVKQPq6JKUWPGZRGEVGF
PQVVQUC[KPEQJGTGPV 
VWTPIQGUGXGPHWTVJGT17 The artist-as-researcher must attend to the 
basic parameters of academic research, being able to explain not 
LWUVYJ[VJGƂGNFQHXKUWCNCTVUOWUVFGCNYKVJVJGSWGUVKQPUJKU
or her research poses, but also why those questions must be raised 
HTQOVJKUƂGNFCPFPQQVJGT'ZRNCKPKPIVJKUNCVVGTRQKPVDGEQOGU
SWKVGFKHƂEWNVYKVJQWVCRRGCNKPIVQUQOGMKPFQHURGEKƂEKV[of the 
CTVKUVKEƂGNFCURGEKƂEKV[VJCVKUTGXGCNGFCUHQNNQYU
JGNCOGPVGFVJCVKHVJGGRKUVGOKEƂGNFQHEQPVGORQTCT[CTVECP
DGUCKFVQGZVGPVVQVJGYJQNGWPKXGTUGVJGTGYKNNDGPQRNCEGQT
EQPXGTUCVKQPKPVJGYQTNFYJGTGYGEQWNFGZRGEVCTVKUVUVQTGOCKP
silent and listen out.19 
But needless to say, the problem does not reside with the desire of 
CTVKUVKETGUGCTEJVQVWTPVJGYJQNGYQTNFKPVQKVUƂGNFQHUVWF[5WEJ
an ambition could only be applauded. The delta discipline described 
by Slager might be nothing more than that old philosophical will 
QHOQXKPIKPCPCDUQNWVGWPKXGTUCNKV[OKTCEWNQWUN[FGXQKFPQYQH
the threat of formalism that always haunted it, instead dwelling 
SWKVGEQOHQTVCDN[KPpVJGWPKSWGVJGSWCNKVCVKXGVJGRCTVKEWNCT
the local.”206JKUTGUQPCVGUYKVJ%JCTNGU9TKIJV/KNNUoKPVGNNGEVWCN
KORGTCVKXGTGXKXGFD[#NDGTVQ6QUECPQKPVJKUEQNNGEVKQPVJGQPG
that urges us to “grasp one’s epoch in its totality, while not treating 
this effort at totalisation as an excuse to justify any kind of deter-
minism, or notion of social and historical fate.”21 As a prescription 
it remains defensible, as a description of what already goes on in 
(KPG#TVUEJQQNUVJCVRWTUWGFQEVQTCNUVWFKGUKVKUCVDGUVPCKXG6JG
problem with defending artistic research by CHƂTOKPI its transdis-
EKRNKPCTKV[CUPQPRTQDNGOCVKE
VJGUGGOKPIN[DQWPFNGUUCDKNKV[QH
VJGCTVKUVCUTGUGCTEJGTVQEQOHQTVCDN[PCXKICVGCP[RTGGZKUVKPI
FKUEKRNKPGCPF RQNKVKECNN[UWDXGTUKXG
HQTKVOWUVDGECTGHWNN[OQPK-
VQTGFD[KPUVKVWVKQPCNCWVJQTKVKGUKUVJCVKVVCMGUYJCVKVUJQWNFDG
QWTOCKPVCUMCUCNTGCF[TGCNKUGFTGNKGXKPIWUQHVJGQDNKICVKQPVQ
work towards it.
Before it was a buzzword, transdisciplinarity was a political 
need–in order to tackle a wider social reality, it was necessary 
VQCESWKTGETKVKECNVQQNUVJCVVTCXGTUGFVJGPCTTQYCPFCTDKVTCT[
EQPƂPGUQHVTCFKVKQPCNFKUEKRNKPGU#U)CKN&C[TGOKPFUWU VJG
VWTPVQVJGQT[TGƃGEVGFCPCURKTCVKQPpVQDTGCMCYC[PQVQPN[HTQO 
disciplinary specialisation, but to break the effects and substance 
QHUQEKCNTGKƂECVKQP22 In Max Horkheimer’s classical formulation, 
“critical theory” is opposed to “traditional theory” inasmuch as the 
former is oriented towards the transformation of the whole of soci-
ety, rather than its mere interpretation.23 There is no theory that 
FQGUPQVEQPVCKPRQNKVKECNOQVKXCVKQPUJGYTKVGUDWVVJGUGECPPQV
DGECNKDTCVGFVJTQWIJpPGWVTCNqTGƃGEVKQPDWVTCVJGTpKPRGTUQPCN
VJQWIJVCPFCEVKQPKPEQPETGVGJKUVQTKECNCEVKXKV[q24 in that conjunc-
tion of the “citizen self” and the “militant self” discussed by Day. 
5QNGCXKPICUKFGVJGKUUWGQHJQYVQSWCPVKH[CTVKUVKETGUGCTEJ
how can we more properly think about that uncertain terrain we 
JCXGECNNGFpCTVVJGQT[q!+VOKIJVDGYQTVJVJKPMKPIVTCPUFKUEKRNK-
narity from this angle, not as a merely pedagogical issue, much 
NGUUQPGRCTVKEWNCTN[
QTGXGPGZENWUKXGN[NKPMGFVQCTVKUVKERTCE-
VKEG+HYGWPFGTUVCPFKPVGTOWNVKETQUUVTCPUFKUEKRNKPCTKV[
KPVJG
YGCMUGPUGCUVJGƂGNFQHQRGTCVKQPUEQPVGORQTCT[VJGQT[as such 
–theory “in general”–understands itself to be setting off from, 
YJCVXCNWGFQGUVJKUKPVGTOWNVKETQUUVTCPUFKUEKRNKPCTKV[JQNFin 
itself!%QWNFKVDGCU2KNCT8KNNGNCUWIIGUVUKORN[CYC[QHGPUWTKPI
VJCVQWTEQPETGVGJKUVQTKECNCEVKXKV[ECPCNYC[UDGGZRGEVGFVQNKG
somewhere else?. Disregarding one’s disciplinary habitus is no guar-
antee of anything. If our habitus is always already understood as 
KPVGTOWNVKETQUUVTCPUFKUEKRNKPCT[YGJCXGPQVGXGPNGHVJQOG[GV 
*GPM5NCIGTp'FKVQTKCNqKPMaHKUzine #
Nameless Science
5WOOGTRRR
17. It is hard to understand how Slager can 
reconcile his “multiple modes of interpretation” 
YKVJJKUpVTCPURCTGPVEQOOWPKECVKQPq'XGPKH
we are sceptical about the transparency of times 
immemorial, appealing to different modes of 
interpretation implies allowing for multiple 
readings; far from allowing transparency this 
YQWNFYGCXGCPGXGTFGPUGT
CPFJGPEGQRCSWG
net of meanings. 
18. Ibid., p. 5.
 6KTFCF <QNIJCFT p9QTUG VJCP -GPQUKUq
in Judgment and Contemporary Art Criticism, 
8CPEQWXGT(KNNKR#TVURGCMRRR 
I quote him freely.
20. On the ulterior life of this desire for totali-
UCVKQPUGG2GVGT1UDQTPGPhilosophy in Critical 
Theory, London: Routledge, 2000, esp. chap. 1, 
YJKEJKUFKUEWUUGFGZVGPUKXGN[D[)CKN&C[KP
VJKUXQNWOG
5GG#NDGTVQ6QUECPQp&KXKUKQPUQH4GEQP 
naissance”. 
22. See Gail Day, “Transdisciplinarity/Totality/
Critique”.
23. In an explicit echo, needless to say, of Marx’s 
last Theses on Feuerbach.
24. Max Horkheimer, “Traditional and Critical 
Theory” in Critical Theory: Selected Essays0GY
;QTM%QPVKPWWORRR
A striking methodology in the topical practice of artistic research 
CRRGCTUVQDGVJGHQTOWNCVKQPQHCEGTVCKPRTQDNGOHTQOCURGEKƂE
situational artistic process and, furthermore, to interconnect that 
RTQDNGOKPCPQRGPEQPUVGNNCVKQPYKVJXCTKQWUMPQYNGFIGU[UVGOU
and disciplines. Such artistic research projects seem to thwart the 
YGNNFGƂPGFFKUEKRNKPGUUKPEGVJG[MPQYVJGJGTOGPGWVKESWGUVKQPU
QHVJGJWOCPKVKGU
VJGCNRJCUEKGPEGUVJG[CTGGPICIGFKPGORKTKECNN[
UEKGPVKƂEOGVJQFU
VJGDGVCUEKGPEGUCPFVJG[CTGCYCTGQHEQOOKV-
OGPV
VJGICOOCUEKGPEGU$GECWUGQHVJCVECRCEKV[CPFYKNNKPIPGUU
VQEQPVKPWQWUN[GPICIGKPPQXGNWPGZRGEVGFGRKUVGOQNQIKECNTGNCVKQPU
KPCOGVJQFQNQIKECNRTQEGUUQH KPVGTEQPPGEVKXKV[CTVKUVKETGUGCTEJ
could best be described as a delta-discipline: a way of research not a 
RTKQTKFGVGTOKPGFD[CP[GUVCDNKUJGFUEKGPVKƂERCTCFKIOQTOQFGNQH
representation.18
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Across the contemporary arts and social theory—and especially in 
FQOCKPUQHRTQFWEVKQPCPFRTCEVKEGFKHƂEWNVVQRKIGQPJQNGCPFECV-
GIQTKUGtVJGRCUV[GCTUJCXGYKVPGUUGFCXGTKVCDNGGHƃQTGUEGPEGKP
GHHQTVUVQRTQXKFGOQFGNUFKCITCOUQTPCTTCVKXGUVJCVOKIJVCNNQY
WUVQQTKGPVQWTUGNXGUCTQWPFVJGYQTNFU[UVGO+PCOCPPGTVJCV
DQVJOKTTQTUCPFKPƃGEVUCDTQCFGTEWNVWTCNCPFXKUWCNRTGFKEC-
OGPVCETKVKECNCPFEQIPKVKXGUVCPEGKPETGCUKPIN[CRRGCTUCUOGFK-
ated by cartography, literally or metaphorically.1 Among the artists 
and groups producing work in this orientational or cartographic 
TGIKUVGTtUQOGQHYJQOHGCVWTGKPOQTGVJCPQPGQHVJGNKUVGFXQN-
WOGUt$WTGCWFo¥VWFGU#UJNG[*WPVCPF6TGXQT2CINGPUVCPFQWV
for their capacity to address this “cartographic” turn in a practically 
TGƃGZKXGCPFCGUVJGVKECNN[EJCNNGPIKPIOCPPGTVJYCTVKPIHCPVCUKGU
QHNQECVKQPCNVTCPURCTGPE[YJKNGUVTCVGIKECNN[FGRNQ[KPIVJGXKUWCN
repertoire of mapping.26JGYKFGTCPIGQHCVVGORVUVQRTQXKFGEQI-
PKVKXGOCRUQHVJGRTGUGPVDQVJTGUQPCVGUYKVJCPFFKHHGTUHTQOVJG
EQPEWTTGPVHQTGITQWPFKPIQHRQNKVKECNVJGQT[CPFRQNKVKECNCEVKXKUO
KPVJGCTVYQTNF+PVJGEQPVGZVQHCDTQCFKHCODKXCNGPVVWTPVQ
political concerns in art and theory, a desire for intellectual orien-
VCVKQPGZKUVUCNQPIUKFGCUGCTEJHQTOQFGNUQHFGEKUKXGCEVKQP$QVJ
of these tendencies testify to a fatigue with pacifying models of 
interdisciplinarity, but they harbour different potentials and suffer 
from different limitations. They also play out differently in terms 
of the institutional logics of artistic and intellectual production. 
The theory and aesthetics of the economy are still most often dealt 
with in isolation from the theory and aesthetics of politics. Rather 
VJCPECNNKPIHQTCYKUJHWNU[PVJGUKUKVKUYQTVJTGƃGEVKPIQPVJG
XGT[TGCNFKHƂEWNVKGUVJCVVJKUTKHVDGCTUYKVPGUUVQtDGVYGGPU[UVGO
and agency, knowledge and action, social knowledge and political 
RTKPEKRNGEQIPKVKXGOCRRKPICPFCVJGQT[QHVJGUWDLGEV
The moment of theory, like that of postmodernism, with which 
KVYCUUQENQUGN[GPVCPINGFOC[JCXGRCUUGFDWVKHVJKUKUUQKVKU
more by way of a diffusion and complication of the energies that 
brought it to the fore, than by a new consolidation of the disciplines, 
QTCTGVWTPQHRJKNQUQRJ[
VJQWIJVJGNCVVGTJCUJCFUQOGGHHGEVQP
TGEGPVFKUEWUUKQPUQHCTVCPFRQNKVKEU+HHQNNQYKPI,COGUQPYGECP
regard theory as a desire for a system without the ideological fanta-
sy of autonomy and completion—that is, for the establishment of a 
UQXGTGKIPCPFGPE[ENQRGFKERJKNQUQRJ[CUYQTNFXKGYtVJGPVJKUKU
CFGUKTGYJKEJOC[YCZCPFYCPGDWVPQVXCPKUJ;GVVJKUFGUKTGHQT
systematicity, for totalisation is in turn deeply ambiguous. For, or at 
least so the Jamesonian proposal goes, we are always already total-
ised, albeit in ways which largely lie beyond our control and outside 
our knowledge. So that theory, in its meta-political or para-political 
impetus, is in some respects an effort at counter-totalisation, at 
VQVCNK\KPIVJGVQVCNKUGT
UQEKGV[UVCVGECRKVCNtPQVPGEGUUCTKN[VQ
KORGNEJCPIGDWVCVNGCUVVQNQECVGVJGHWPEVKQPKPINGXGTUCPFUGPUK-
VKXGPGTXGEGPVGTU
To the extent that we can consider a resurgence of the political in 
CTVCPFVJGQT[CNQPIVJGCZGUQHRTKPEKRNGFCHƂTOCVKQPCPFEQIPK-
VKXGKPSWKT[FGEKUKQPCPFVQVCNKUCVKQPYKNNCPFMPQYNGFIGKVKU
helpful to return to some of those intellectual moments—moments 
QHTGNCVKXGGDDUVCUKUCPFCPZKGV[tCVYJKEJVJGRTQDNGOQHQTKGP-
tation, and the tension between knowledge and action were most 
acutely posed. The more proximate theoretical source for our carto-
ITCRJKEEQPLWPEVWTG,COGUQPoUpEQIPKVKXGOCRRKPIqYCUKVUGNHƂTUV
formulated in the mid-eighties, in the midst of Reaganite neo-liber-
+PFKECVKXGUWTXG[UCPFCFXQECEKGUQHCECTVQ-
graphic political aesthetics include Alexis 
$JCICVCPF.KUG/QIGN
GFUAn Atlas of Radical 
Cartography, Los Angeles: Journal of Aesthetics 
CPF2TQVGUV2TGUU0CVQ6JQORUQPCPF
+PFGRGPFGPV %WTCVQTU +PVGTPCVKQPCN 
GFU
Experimental Geography: Radical Approaches to 
Landscape, Cartography, and Urbanism 0GY
;QTM /GNXKNNG *QWUG  ,CPGV #DTCOU
CPF 2GVGT *CNN 
GFU Else/Where: Mapping—
New Cartographies of Networks and Territories, 
/KPPGCRQNKU7PKXGTUKV[QH/KPPGUQVC&GUKIP
Institute, 2006; Katharine Harmon, The Map 
as Art: Contemporary Artists Explore Cartography, 
2TKPEGVQP2TKPEGVQP#TEJKVGEVWTCN2TGUU
In recent journals, 2TKPVGF2TQLGEV12, and Afterall 
27 are dedicated to mapping. The recent exhi-
bition Uneven Geographies: Art and Globalisation, 
curated by T.J. Demos and Alex Farquharson at 
0QVVKPIJCO%QPVGORQTCT[DTQWIJVVQIGVJGT
much of this recent work.
 2CINGPoU ETKV KECN TGH NGEV KQPU QP /CTM
Lombardi’s network drawings, and the limita-
tions of “mapping” as a catch-all horizon for 
aesthetic research into contemporary spatial 
configurations of power, are significant in 
VJKUTGURGEVGEJQKPICUVJG[FQ0GKN5OKVJoU
comments on the limitations of the mapping 
OGVCRJQT KP JKU XGT[ KORQTVCPV Uneven 
Development 
#VJGPU 7PKXGTUKV[ QH )GQTIKC
2TGUU1P2CINGPUGG,GHH-KPMNGp(KNNKPI
KP VJG $NCPMU 6TGXQT 2CINGPoU 2CTCRQNKVKECN
Geography”, Site

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CNKUOCPFCVCNQYRQKPVQH.GHVGPGTIKGUKPVJG0QTVJ
CPFPQVQPN[3 
It is a thesis that resonates strongly with another programmatic text 
YTKVVGPCOKFRQNKVKECNFQNFTWOU%9TKIJV/KNNUoThe Sociological 
ImaginationRWDNKUJGFKPCUCPCVVGORVVQFGƂPGUQOGVJKPI
like a politics of inquiry and research that could dislocate techno-
cratic one-dimensionality. It is not by chance I think that broadly 
CGUVJGVKECPFRTQLGEVKXGVGTOUtOCRRKPIKOCIKPCVKQPtFTKXGKPXGU-
tigations aimed at thinking politically in anti-political times, nor 
that such texts continue to speak to present efforts to link political 
KPVGTXGPVKQPCPFVJGEQORTGJGPUKQPQHRQYGToUHWNETWOUUVTWE-
VWTGUCPFFGXKEGU
/KNNUoDKVVGTUCNXQJCUFCVGFHCTNGUUVJCPOCP[QHVJGRTQRJGVKE
FGENCTCVKQPUQHJKUEQPVGORQTCTKGU
pVJGGPFQHKFGQNQI[qHQTQPG
“Ours is a time of uneasiness and indifference—not yet formu-
lated in such ways as to permit the work of reason and the play 
QHUGPUKDKNKV[+PUVGCFQHVTQWDNGUtFGƂPGFKPVGTOUQHXCNWGUCPF
VJTGCVUtVJGTGKUQHVGPVJGOKUGT[QHXCIWGWPGCUKPGUUKPUVGCFQH
explicit issues there is often merely the beat feeling that all is some-
how not right”.4 Among the unrelenting themes of The Sociological 
Imagination, which bring together its ethos of intellectual crafts-
OCPUJKRCPFKVURQNKVKECNKFGCNQHpEQNNGEVKXGUGNHEQPVTQNQXGTVJG
structural mechanics of history”,5 is an image of the social sciences 
as concerned with biography, history, and the intersections of these 
KPVJGUQEKCNUVTWEVWTG#VƂTUVINCPEGVJKUOKIJVUGGOCPQF[PG
GPQWIJNKPMKPIKPFKXKFWCNVTCLGEVQTKGUVQU[UVGOKEVTGPFUXKCVJGKT
EQNNGEVKXGCPFKPUVKVWVKQPCNOGFKCVKQPUtVQGORNQ[CDKVQHYJCV
Mills derided as “socspeak”—is general enough to describe, rather 
VJCPOQVKXCVGOWEJUQEKCNTGUGCTEJ$WVCUVJGPQJQNFUDCTTGF
CVVCEMUQP2CTUQPKCPpITCPFVJGQT[qCPFVJGpCDUVTCEVGFGORKTK-
cism” of research bureaus suggest, Mills thought that this “classical” 
KORGTCVKXGQH UQEKCN VJQWIJVYCU KORGTKNNGFYKVJITCXGRQNKVK-
cal consequences. Against this, he called for a “fresh perception” 
VJCVpKPXQNXGUVJGECRCEKV[VQWPOCUMCPFVQUOCUJVJGUVGTGQ-
V[RGUQHXKUKQPCPFKPVGNNGEVYKVJYJKEJOQFGTPEQOOWPKECVKQPU 
swamp us”,6 and for a form of intellectual work that could combine 
RNC[HWNPGUUYKVJpCVTWN[ƂGTEGFTKXGVQOCMGUGPUGQHVJGYQTNFq7 
In a metaphor that links craft to clear-sightedness he spoke of need-
ing “to grind a lens through which we can perhaps see a little more 
ENGCTN[VJGYQTNFKPYJKEJYGNKXGq8
'ZGORNKH[KPIVJGXGT[ECRCEKV[VQUJKHVDGVYGGPNGXGNUQHCDUVTCE-
VKQP VJCV JG KFGPVKHKGU YKVJ VJG pKOCIKPCVKXG CPF U[UVGOCVKE
thinker”,9 he pointed to the neglected ties between disciplinary 
questions corralled off as “methodological” or “theoretical”, on the 
QPGJCPFCPFVJGFGGRCPZKGVKGUQHJKUCIGQPVJGQVJGT0QVQPN[
was “the sociological imagination” something that exceeded the 
DQWPFCTKGUQHUQEKQNQI[KVEQWNFCNUQ
NKMG)TCOUEKoUWPFGTUVCPF-
KPIQHRJKNQUQRJ[DGTGICTFGFCUVJGQDLGEVQHCPQHVGPOWVGFDWV
EQNNGEVKXGECRCEKV[QTFGUKTG/KNNUoGUVKOCVKQPQHVJGGPQTOQWU
CFOKPKUVTCVKXGCPFKFGQNQIKECNQDUVCENGUVQVJGEQPVKPWCVKQPQHYJCV
he called “classical” social analysis was accompanied by a sense that 
the “qualities of mind” that constitute the tradition “are becoming 
a common denominator of our general cultural life”.10
In fact, this disparity, between public need and academic 
practice, was what led Mills to sound harsh notes of reprobation 
against “the social scientists of the rich societies”, whose unwill-
ingness to confront social problems was “surely the greatest 
JWOCPFGHCWNVDGKPIEQOOKVVGFD[RTKXKNGIGFOGPKPQWTVKOGUq11 
 (TGFTKE ,COGUQP p%QIPKVKXG/CRRKPIq KP
Marxism and the Interpretation of Culture, Cary 
0GNUQPCPF.CYTGPEG)TQUUDGTI
GFU+NNKPQKU
7PKXGTUKV[QH+NNKPQKU
%9TKIJV/KNNUThe Sociological Imagination, 
0GY;QTM1ZHQTF7PKXGTUKV[2TGUUR
5. Ibid., p. 116.
6. Ibid., p. 69.
7. Ibid., p. 211.
8. Ibid., p. 151.
9. Ibid., p. 34.
10. Ibid., p. 21.
11. Ibid., p. 176.
1HRCTVKEWNCTPQVGKPVJKUUVCVGOGPVTGFQNGPVQHYJCVUQOGJCXG
VGTOGF/KNNUopFKUKNNWUKQPGFTCFKECNKUOqKUVJGKFGCVJCVVJGEKXKE
task of the sociological imagination is not to create a pacifying 
MPQYNGFIGDWVKPCUGPUGVQUJCTRGPCPFIKXGEQPVGPVVQTCFKECNKUG
YJCVYQWNFQVJGTYKUGDGCXCIWGCPFRQYGTNGUUCPZKGV[YJKNGCV
VJGUCOGVKOGRTQXKFKPICTGCNKUVKEGUVKOCVGQHVJGRQYGTUPGEGUUCT[
VQEJCPIGVJGEQWTUGQHJKUVQT[#UYGTGCFKPCƂPGDKQITCRJ[QH
Mills, Radical Ambitionp4CVJGTVJCPUKVWCVKPIVJGKPFKXKFWCNKPC
RCTVKEWNCTKPUVKVWVKQPCNUGVVKPI/KNNUVTCEGFVJGKPƃWGPEGUQHNCTIGT
CPFOQTGKORGTUQPCNHQTEGUQPVJGKPFKXKFWCNq13 Foremost among 
VJGKPVGNNGEVWCNKORGTCVKXGUCFXQECVGFD[The Sociological Imagination 
KUVJCVQHpUGGKPIKVYJQNGqQHGPFGCXQWTKPIVQITCURQPGoUGRQEJKP
its totality, while not treating this effort at totalisation as an excuse 
to justify any kind of determinism, or notion of social and historical 
fate. Likewise, Mills inherited from what he called “plain Marxism” 
the idea, as he put it in The Sociological ImaginationVJCVYGpNKXGKPC
historically unique epoch; capitalism is an epochal, cultural forma-
VKQPCHHGEVKPICNNJWOCPCEVKXKV[qYJKNGPQVYKUJKPIKPCP[YC[VQ
UWDUWOGYJCVJGVGTOGFpVJGJWOCPXCTKGV[q14
9JCVCTGYGVQOCMGQHUWEJVJGQTGVKECNFGOCPFUVQFC[KPC
OQOGPVYJGPVJG%QNF9CTEQPHQTOKUOVJCV/KNNUYCUUVTWIINKPI
against seems distant? It is worth recalling that Mills regarded his 
QYPGRQEJCUCVJTGUJQNFCPFYCUKPHCEVQPGQHVJGƂTUVVQOCMG
theoretical use of the idea of the “post-modern”, in The Sociological 
ImaginationVQSWCNKH[YJCVJGECNNGF6JG(QWTVJ'RQEJCRGTKQF
pKPYJKEJHQTVJGƂTUVVKOGVJGXCTKGVKGUQHUQEKCNYQTNFUKVEQPVCKPU
CTGKPUGTKQWUTCRKFCPFQDXKQWUKPVGTRNC[q15 Mills’ idea of the soci-
ological imagination persisted in mutant form in the debate around 
RQUVOQFGTPKUOCPFURGEKƂECNN[KP(TGFTKE,COGUQPoUUWIIGUVKQP
that one of the needs arising with the socio-economic shifts of the 
UYCUCMKPFQHpEQIPKVKXGOCRRKPIqtCVGTOJGDQTTQYGFHTQO
-GXKP.[PEJoUENCUUKEQHWTDCPFGUKIPThe Image of the City, inciden-
tally published the same year as The Sociological Imagination. In the 
EQPVGZVQHCPQVQTKQWUFKUEWUUKQPQH.QU#PIGNGUo$QPCXGPVWTG*QVGN
as a material allegory of the postmodern, Jameson spoke of “the 
incapacity of our minds, at least at present, to map the great global 
multinational and decentred communicational network in which 
YGƂPFQWTUGNXGUECWIJVCUKPFKXKFWCNUWDLGEVUq16—in other words, 
QHVJGKORQUUKDKNKV[QHETGCVKPIVJCVXGT[CTVKEWNCVKQPQHDKQITC-
+PUVGCFVJGXQECVKQPQHVJGKOCIKPCVKXGUQEKCNVJKPMGTYKVJVJG
RTKXKNGIGVQDTKPIETCHVUOCPUJKRVQDGCTQPVJKUpEQOOQPFGPQOK-
PCVQTqYCUVQDGCDNGVQURCPVJGJKCVWUDGVYGGPKPFKXKFWCNCPZK-
GVKGUCPFEQNNGEVKXGVTCPUHQTOCVKQPUKPUQFQKPICESWKVVKPICVCUM
which was simultaneously intellectual and political—and one which 
VJGUJKHVHTQOKPVGNNGEVWCNKPUWTIGPE[VQCFOKPKUVTCVKXGRTCEVKECNKV[
threatened, and threatens, to render impossible. As Mills writes:
12. Ibid., p. 131.
13. Daniel Geary, Radical Ambition: C. Wright Mills, 
the Left, and American Social Thought, Berkeley: 
7PKXGTUKV[QH%CNKHQTPKC2TGUUR
14. The Sociological Imagination, p. 55.
15. Ibid., p. 150.
16. Fredric Jameson, The Cultural Turn: Selected 
9TKVKPIUQPVJG2QUVOQFGTP, London: 
Verso, 1998, p. 16.
The “basic problem”… and its answer, usually require attention both 
to the uneasiness arising from the “depth” of biography, and to indif-
HGTGPEGCTKUKPIHTQOVJGXGT[UVTWEVWTGQHCPJKUVQTKECNUQEKGV[$[QWT
EJQKEGCPFUVCVGOGPVQHRTQDNGOUYGOWUVƂTUVVTCPUNCVGKPFKHHGTGPEG
into issues, uneasiness into trouble, and second, we must admit both 
troubles and issues in the statement of our problem. In both stages, we 
OWUVVT[VQUVCVGKPCUUKORNGCPFRTGEKUGCOCPPGTCUYGECPVJGUGX-
GTCNXCNWGUCPFVJTGCVUKPXQNXGFCPFVT[VQTGNCVGVJGO#P[CFGSWCVG
pCPUYGTqVQCRTQDNGOKPVWTPYKNNEQPVCKPCXKGYQHVJGUVTCVGIKE
RQKPVUQHKPVGTXGPVKQPtQHVJGpNGXGTUqD[YJKEJVJGUVTWEVWTGOC[DG
maintained or changed; and an assessment of those who are in a posi-
VKQPVQKPVGTXGPGDWVCTGPQVFQKPIUQ12
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phy, history and social structure demanded by Mills, and which 
HQT,COGUQPYCUCVVJGJGCTVCOQPIQVJGTUQH,GCP2CWN5CTVTGoU 
“biographies” of Flaubert and Genet, as well as his Critique of 
Dialectical Reason, which rendered this idea with the concept of total-
KUCVKQP#PKPCDKNKV[VQEQIPKVKXGN[OCRVJGEQPVQWTUQHVJGYQTNF
system is as debilitating politically as being unable to mentally map 
a city would be for a city dweller.
9JGTGCU/KNNUVJQWIJTGEQIPKUKPIKVUNCVGPE[CUVJGpEQOOQP
denominator” of the age, linked his idea of the sociological imagina-
VKQPVQVJGRWDNKERTCEVKEGQHUQEKCNUEKGPEGHQT,COGUQPEQIPKVKXG
mapping, though not limited to art, is an “aesthetic” question—a 
SWGUVKQPQHVJGƂIWTCDKNKV[QTTGRTGUGPVCDKNKV[QHVJGRTGUGPVYJKEJ
KUKPVWTPCRTGEQPFKVKQPHQTUGGMKPIQWVCP[RQNKVKECNpNGXGTUqCPF
goes hand in hand with any sketch of an archaeology of the future 
that might elucidate the ontology of the present. Mills’ requirement 
that social thought manifest “the capacity to range from the most 
impersonal and remote transformations to the most intimate features 
of the human self—and to see the relations between the two”,17 
persists for Jameson, though it could be argued that he is at times 
GXGPOQTGINWOVJCP/KNNUCDQWVVJGRQUUKDKNKV[QHUJKHVKPIEQPXKPE-
KPIN[DGVYGGPVJGUGNGXGNUtCNUQDGECWUGJGKUNGUURGTUWCFGFQH
the contemporary stability of the self, as his foregrounding of 
schizophrenia in Postmodernism suggests. But “seeing it whole” 
remains crucial for Jameson, who, in an explicitly Hegelian formu-
NCVKQPECNNUVJGQDLGEVKXGQHEQIPKVKXGOCRRKPICpECTVQITCRJ[QH
the absolute”. The works that would emerge under the banner of 
VJKUCGUVJGVKEYQWNFCNNQYKPFKXKFWCNUWDLGEVUCPFEQNNGEVKXKVKGUVQ
understand their local situation in a globalised world: “to enable a 
UKVWCVKQPCNTGRTGUGPVCVKQPQPRCTVQHVJGKPFKXKFWCNUWDLGEVVQVJCV
XCUVGTCPFRTQRGTN[WPTGRTGUGPVCDNGVQVCNKV[YJKEJKUVJGGPUGODNG
of society’s structures as a whole”.186JKUTGECNNUXGT[ENQUGN[CNKPG
from Mills’ White CollarYJGTGJGYTKVGUpVJCVVJGKPFKXKFWCNECPPQV
understand his own experience or gauge his own fate without locat-
ing himself within the trends of his epoch and the life-chances of 
CNNVJGKPFKXKFWCNUQHJKUUQEKCNNC[GTq19+VKUHQTVJKUXGT[TGCUQPVJCV
VJGQT[ECPCRRGCTCUDQVJCPKPFKXKFWCNCPFCUQEKCNPGGFCVNGCUV
if we understand theory in the sense proposed by Mills in a letter to 
a friend in 1941: “All new things are “up in the air”. If you stay too 
ENQUGVQVJGpGCTVJq[QWECPPGXGTƃ[QXGTPGYTGIKQPU6JGQT[KU
CPCKTRNCPGPQVCRCKTQHJGCX[DQQVUKVKUQHVJGFKXKUKQPQHTGEQP-
naissance and spying”.20
As I noted at the outset, in the two decades or so since Jameson 
CFXCPEGFJKUECTVQITCRJKEUNQICPCPFGURGEKCNN[KPVJGXGT[TGEGPV
past, there has been a considerable trend to produce works that 
UGGMVQGPICIGKPUQOGHQTOQHOCRRKPIQTCNVGTPCVKXGN[YJKEJ
DTKPICUQEKQNQIKECNKOCIKPCVKQPVQDGCTKPVJGRTQFWEVKQPQHXKUWCN
CTVGHCEVUCPFPCTTCVKXGU+PNCVGTYQTM,COGUQPJKOUGNHJCUOCFG
OGPVKQPQH9KPVGTDQVVQOoUIn This World, the TV show 6TCHƂM and 
the documentary Life and Debt as examples of the attempt to repre-
sent globalisation.216JGƂNOKECPFRJQVQITCRJKEYQTMQH#NNCP
Sekula, especially Fish Story and The Lottery of the SeaRTQXKFGUYJCV
KURQUUKDN[VJGOQUVU[UVGOCVKECPFTGƃGZKXGKPVGNNGEVWCNCPFCTVKUVKE
EQPVGORQTCT[TGURQPUGVQpVJGFGUKTGECNNGFEQIPKVKXGOCRRKPIq
namely through its exacting historical attention to the relation 
between modes of artistic production, the experience of labour and 
VJGKORGTCVKXGUQHECRKVCN+VYQWNFCNUQDGRQUUKDNGVQGPWOGTCVG
CXCUVPWODGTQHYQTMUYJKEJTGURQPFVQCYKFGURTGCFFGUKTGHQT
17. The Sociological Imagination, p. 7.
18. Fredric Jameson, Postmodernism, or, The 
Cultural Logic of Late Capitalism, London: Verso, 
1991, p. 51.
%9TKIJV/KNNUWhite Collar: The American 
Middle Classes, 50th Anniversary Edition0GY;QTM
1ZHQTF7PKXGTUKV[2TGUURZZ
20. Quoted in Radical Ambition, p. 37.
21. See Ian Buchanan, Fredric Jameson: Live Theory, 
London: Continuum, 2006, p. 113.
such mapping but which do not articulate history, biography and 
social structure in the politically enabling ways sought by Mills or 
,COGUQP%QIPKVKXGOCRRKPIOC[VJWUCRRGCTCUCMKPFQHINQDCN
OGNQFTCOCQHUJCTGFƂPKVWFG
ƂNOUWEJCUBabelCUCEQPURKTCE[
CU
KPVJGUƂNOUFKUEWUUGFD[,COGUQPJKOUGNHKPThe Geopolitical 
AestheticDWVEWTTGPVXCTKCPVUCTGPQVFKHƂEWNVVQƂPFQTHTQOUWEJ
CEQUOKEXCPVCIGRQKPVVJCVJKUVQT[CPFDKQITCRJ[CTGƃCVVGPGFQWV

Koyaanisqatsi
6JGUGPUGQHHCVGQTVTCIGF[VJGXGT[pKPCEVKQPCT[qCHHGEVVJCV/KNNU
UVTWIINGFCICKPUVKUQHEQWTUGQPGQHVJGOQUVQDXKQWURTQFWEVUQH
the current economic crisis, in which the ordinary person’s distance 
HTQOVJGNGXGTUQHRQNKVKECNFGEKUKQPKUEQORQWPFGFD[VJGTWFFGT-
NGUUDGJCXKQWTQHVJGRQYGTGNKVGUCPFOQUVKORQTVCPVN[CFGƂEKVQH
KPVGNNKIKDKNKV[QHOCUUKXGRTQRQTVKQPUtCUƂPCPEKCNQRGTCVQTUVJGO-
UGNXGUCXQYUJQEMKPINGXGNUQHKIPQTCPEGCDQWVVJGXGT[KPUVTWOGPVU
VJG[JCXGHCUJKQPGF6JGTQWVKPKUCVKQPQHITGGFCPFVJGTCKUKPIQH
aggression to “an impersonal principle of organization”—already 
bemoaned by Mills—are certainly present but so is another element 
QHVJGRQNKVKECNCPFKPVGNNGEVWCNETKUKUJGRGTEGKXGFKPJKUQYPVKOG
what he called the “absence of mind as any sort of public force”.22 
+VKURGTJCRUUVKNNVQQGCTN[
QTKPFGGFVQQNCVGeKHYGCTGNQQMKPIHQT
any account of our current economic conjuncture and its underly-
KPIVTGPFUVJCVOC[TGURQPFVQVJGMKPFQHEQIPKVKXGCPFRQNKVKECN
demands made by The Sociological Imagination to the social scientists 
QHKVUQYPVKOG9GRQUUGUUKORQUKPICEEQWPVUQHVJGGEQPQOKE
causalities behind the crisis, such as Robert Brenner’s Economics 
of Global Turbulence, and detailed, semi-ethnographic behind-the-
UEGPGUXKGYUKPVQVJGGZQVKEYQTNFQHJGFIGHWPFUCPFEQNNCVGTCNKUGF
debt obligations, in the economic sociologist Donald MacKenzie’s 
acute pieces for the London Review of Books. But, arguably, we are still 
far short of a way of thinking through “the problems of history, 
the problems of biography and the problems of social structure 
in which biography and history intersect”,23 in any way that could 
YQWNFCNNQYWUVQNQECVGVJGUVTCVGIKENGXGTUQHYJKEJJGURQMG
(KPCPEGUVKNNTGOCKPUDQVJKPUKFKQWUN[RGTXCUKXGCPFTGHTCEVQT[VQ
totalisation. Symptoms of this can be seen in recent works seeking 
to map it. In the BBC drama FreefallYGJCXGCRQVGPVTGRTGUGPVCVKQP
of the biographical impact of the credit crisis, which links personal 
VTQWDNGUVQRWDNKEKUUWGU*QYGXGTYGEQWNFUC[VJCVVJGINKORUGU
of a more sociological map are lost in the urge to personify greed 
or suffering, and that any sense either of the broader dynamics or 
QHVJGRQUUKDNGNGXGTUQHEJCPIGXCPKUJGUKPVQVJGDCEMITQWPF+PC
OQTGGZRGTKOGPVCNXGKP/GNCPKG)KNNKICPoUCrisis in the Credit System, 
DCUGFQPTGUGCTEJCPFKPVGTXKGYUYKVJGZRGTVUCPFDTQMGTUGORNQ[U
C$TGEJVKCPVGEJPKSWGVQCEJKGXGCPQVJGTMKPFQHTGCNKUOQPGRQUUK-
bly truer, for all of its lack of naturalism, to the kind of unintel-
NKIKDKNKV[CPFVJGXCUVPGUUQHXCTKCDNGUCPFQRGTCVKQPUVJCVOCMGU
CƂPCPEKCNKUGFECRKVCNKUOCTIWCDN[OQTGTGHTCEVQT[VQpEQIPKVKXG
mapping”, to totalisation, and to a connection with biography, than 
any other social system. It is perhaps emblematic of the challenges 
RQUGFD[VJGUGTGEGPVGXGPVUVQVJGUQEKQNQIKECNKOCIKPCVKQPVJCVVJG
HQTOUQHEQIPKVKQPNKPMGFVQƂPCPEGKP)KNNKICPoURKGEGCTGVJQUGQH
the unconscious and the psychic medium—symptomatically unable 
VQFGCNYKVJVJGRQNKVKECNKPHQTOCVKQPUGGRKPIKPVQVJGƂPCPEKCN
ITCRJU6JQWIJITQYKPINCTIGTCPFUJCTRGTVJGFKXKUKQPUQHTGEQP-
PCKUUCPEGCTVKUVKECPFVJGQTGVKECNJCXG[GVVQNGCXGVJGKTTGETWKVKPI
stage behind. 
22. The Sociological Imagination, p. 149.
23. Ibid., p. 225.
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ova and Signal:Noise.
I would like to begin with a piece of knowledge I acquired just a 
HGYFC[UCIQYJKEJOKIJVDGTGNGXCPVVQVJGMKPFQHFKUEWUUKQPYG
CTGJCXKPIJGTG+VUGGOUVJCVKPVJGEWTTGPVTGIKOGQHRWDNKECTVU
HWPFKPIKPVJG7PKVGF-KPIFQOtCPFPQFQWDVVJKUKUUQOGVJKPI
VJCVKUUJCTGFCETQUUQVJGTMKPFUQHUVCVGHWPFGFEWNVWTCNRTQXKUKQP
NKMGGFWECVKQPtVJGVGTOUpKPVTKPUKEXCNWGqCPFpGEQPQOKEXCNWGq
are no longer referring to two different things, or two different 
EQPUVTWEVKQPUQHpXCNWGqCPFVJGKPEQORCVKDNGUGVUQHYQTNFXKGYU
VJGUGOKIJVDGVCMGPVQKORN[p+PVTKPUKEXCNWGqUGGOUVQTGHGTVQVJG
PQPXCNWGFCPFPQPCEEQWPVGFCUUGVUJGNFD[CPQTICPKUCVKQPUWEJ
CUpJWOCPECRKVCNqHQTGZCORNGYJKNGpGEQPQOKEXCNWGqEQPUKUVUQH
VJQUGCUUGVUYJQUGXCNWGECPDGCFGSWCVGN[OGCUWTGFD[RTKEGCPF
itemised in budgets in the standard way.
1PN[FC[UDGHQTGVJKUKPEQPXGTUCVKQPYKVJCEQNNGCIWGYGYGTG
puzzling at the non-dialectical contradiction between demands put 
forward in defence of funding for higher education or the arts that 
YGTGHTCOGFKPVGTOUQHpKPVTKPUKEXCNWGqYJKNGKPVJGUCOGDTGCVJ
attesting to the economic contribution those sectors were making. 
$WVYGYGTGCNTGCF[KPCPCPEKGPVFKUEWTUKXGTGIKOGUGGKPICFKHHGT-
GPEGYJGTGVJGTGYCUPQPG+PQVJGTYQTFUVJGEQPXGTUCVKQPJCU
OQXGFQP+VKUPQNQPIGTKPVGNNKIKDNGVQOCMGCECUGHQTCP[VJKPI
KPVGTOUQHCpXCNWGqYJKEJprima facie is not amenable to meas-
WTGUQOGYJGTGFQYPVJGNKPG6JGYJQNGKFGCQHpKPVTKPUKEXCNWGq
VJGPUGGOUVQKPFKECVGCRNCEGJQNFGTKPEQUVDGPGƂVCPCN[UKUHQT
“intangibles”, which cannot be measured yetCPFCUUWEJJCXGVQ
DGITCURGFVJTQWIJCEQPUGPUWCNƂEVKQPQHOGCUWTGDGECWUGUQOG
kind of measure is needed.
6JKUCURGEVQHVGORQTCNKV[
PQVOGCUWTCDNG[GVYCUCNUQRNCKP
KPCUVCVGOGPV+ECOGCETQUUQPVJGUCOGFC[D[VJGXKEGEJCP-
cellor of the School of Oriental and African Studies, in the strong-
GUVNCPIWCIGEQPEGKXCDNGHQTCETCXGPDWTGCWETCVKPJKURQUKVKQP
DGPGƂVKPIXCUVN[ HTQODQVJ VJGEWTTGPVCTTCPIGOGPVUCPF VJG
marketising measures to come. In it, he opposes the cuts to educa-
tion on the basis that they exhibit an “accounting” rather than an 
pGEQPQOKEqNQIKEOGCPKPICRTKQTKV[HQTUJQTVVGTOCPFKPGHƂEKGPV
EQUVDGPGƂVCPCN[UKUCV[RGQHpGEQPQOKUOqVJCVKUCHGVKUJTCVJGT
than a rational and long-term economic calculation. As the saying 
goes “you can’t manage what you can’t measure” and, as S. Artesian 
has pointed out recently,1VJGWPKXGTUCNKV[QHXCNWGKUENQUGN[CNNKGF
YKVJVJGWPKXGTUCNKV[QHPWODGTURGTJCRUCPQVJGTTGCUQPYJ[VJG
KFGQNQIKECNOQXGQHEQNNCRUKPIVJGQRGTCVKQPUQHPCVKQPCNGEQPQOKGU
with the laws of household economies works so well, at least at 
ƂTUV8CNWGKUPQVJKPIKHPQVFQOGUVKECVGFCPFNKMGCNNVJKPIUQHVJG
home, it is beyond question.
9GECPVJKPMQHVJTGGUEGPCTKQUJGTGCNNQHYJKEJKPVJGKTQYP
YC[UGGOVQGNKFGVJGURGEKƂEKV[QHVJGpRQNKVKECNqCUCECVGIQT[
YKVJYJKEJVQVJKPMOGCUWTGQPGKUVJGQPG+JCXGLWUVJKPVGFCV
YJGTGVJGXKUKDKNKV[QHCRQNKVKECNICRQTVJGRQUUKDKNKV[QHCRQNKVKECN
CPVCIQPKUOKURTGGORVGFD[VJGPQTOCVKXKV[QHOGCUWTGCUGEQPF
would draw a politics directly from the problematic nature of meas-
WTGYJKEJKUVJGCWVQPQOKUVOQXGQHRTQENCKOKPIVJGHCNNQHVJG
NCYQHXCNWGCPFQOPKRTQFWEVKXKV[CUVCMKPIWUDG[QPFECRKVCNKUO
CPQVJGTQPGYQWNFDGEQPHTQPVKPIVJGURGEKƂEKV[QHVJGRTGUGPV
OQOGPVKPKVUCEVWCNRQNKVKECNKORQXGTKUJOGPVCURTGEKUGN[CPFKP
GXGT[YC[CETKUKUQHXCNWGQHXCNWGCUCRTKPEKRNGQHCEEWOWNCVKQP
QHUWTRNWUXCNWGCUVJGQDLGEVQHRTQFWEVKQPCPFVJGGZVGPUKQPQH
this problem to reproduction in the aspect of crisis. It is not a crisis 
1. S. Artesian, “Mis-measure for Mis-measure”, 
Mute 
0QXGODGThttp://www.metamute.
org/en/articles/mis_measure_for_mis_measure, 
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HOW DOES THIS RELATE TO ART THEORY?
#UUGVQWVKPVJGKPVTQFWEVQT[VGZVHQTVJKUGXGPVVJGTGOC[DG
an analogy, as well as a possible structural correlation, between 
the demands of “inter-” “trans-” and “cross-” disciplinarity as they 
CTGPQTOCVKXGN[GODTCEGFD[WPKXGTUKV[OCPCIGOGPVGFWECVQTU
and students, and the implementation of market-based reforms, or, 
TCVJGTVJGD[PQYYGNNMPQYPF[UVQRKCPKPUGTVKQPQHpCTVKƂEKCN
OCTMGVUqCPFEQORGVKVKXGNQIKEUKPVQVJGRWDNKEUGEVQT#NKPMECP
be established between the eradication of disciplines—with their 
irreducible exigencies, conditions and relations to extra-academic 
URJGTGUtCPFVJGGTCFKECVKQPQHCWVQPQO[GZRGTVKUGCPFUGNHIQX-
ernment across the educational institution in general, including 
those cultural institutions that run educational programmes, like 
OWUGWOU1PVJGQPGJCPFVJGTGKUVJGEWNVKXCVKQPQHJQOQIGPG-
KV[CPFEQORNKCPEGYKVJXCEWQWUVQQNUQHIQXGTPCPEGtVJGOCPC-
IGTKCNOGVTKEUCPFEQORGVKVKXGNQIKEUEKVGFCDQXGVJGGNKOKPCVKQP
of existing counter-examples of temporality or production which 
fail to align properly with the rationality that administrates them 
or, wholly innocently, point to the speciousness of that rationality. 
1PVJGQVJGTVJGTGKUVJGEWNVKXCVKQPQHFKHHGTGPEGƃGZKDKNKV[CPF
QRRQTVWPKUOVJTQWIJVJGKPEGPVKXKUCVKQPQHKPFKXKFWCNCPFKPVGT
departmental competition, and collaboration only in cases where 
TGUQWTEGUECPDGUCXGFCETQUUVJGDQCTFtVJGNCVVGTRGTJCRUOC[DG
a more accurate way of saying “trans-disciplinarity”. The “impact” 
agenda, for example, captures the troubling ambiguity of “social rel-
GXCPEGqYJGPKVEQOGUVQCECFGOKETGUGCTEJDWVCNUQVJGYC[UQEKCN
TGNGXCPEGCUUWEJKUFGƂPGFtCUGEQPQOKETGNGXCPEGCUUQWTEGQH
RTQRKGVQTKCNKPVGNNGEVWCNRTQRGTV[KPEQOG#PCHHGEVKXGKPXGUVOGPV
in autonomy—the social and professional structures of the acade-
my—is used to push through the most heteronomous standards, 
TGIWNCVKQPUGVE6JKUKUHWTVJGTEQPUQNKFCVGFVJTQWIJVJGpUGTXKEG
based” model of “consumer autonomy” imposed on the fee-paying 
UVWFGPVYJQECPPQVDWVGXCNWCVGJGTGZRGTKGPEGCUCEQPUWOGT
GZRGTKGPEG6JGTQNGQHUVWFGPVFGDVJGTGECPPQVDGQXGTGUVKOCVGF
LWUVCUVJGFKUEKRNKPCT[GHHGEVUQHFGDVCETQUUVJGUQEKCNƂGNFKPIGP-
GTCNECPPQVDGQXGTGUVKOCVGF6JGTGNCVKQPQHFGDVVQUQXGTGKIPV[t
DQVJKPVGTOUQHFGDVCUYGCNVJpETGFKVYQTVJKPGUUqCPFUQNXGPE[
CPFKPVGTOUQHVJGYC[KVWPFGTOKPGUVJCVUQXGTGKIPV[YKVJVJG
GPHQTEGOGPVQHFGRGPFGPE[QPGXGTKPVGPUKH[KPINGXGNUQHNCDQWT
and more debt—is also crucial.
5QVJGTGCTGCHGYKPEQORCVKDNGFGƂPKVKQPUQHCWVQPQO[CVRNC[
here, which it would be worth debating further. There is a strong 
GNGOGPVQH-CPVoUNGIKUNCVKXGTGCUQPVJCVKUTGCUQPOWUVGPICIG
KPJQYXCNWGQRGTCVGUKPECRKVCNKUOCWUVGTKV[UJQYUVJCVKUIQKPI
strong—just keep pushing the costs down. It is more a crisis in the 
sense that its normal operation are increasingly seen as sympto-
OCVKEQHETKUKUCPFRTGEKRKVCVKPIETKUKUVJGXCNWGHQTOGPVGTUKPVQC
much more direct circuit with social antagonism.
2. Ibid.
in a process of immanent critique regarding its own conditions of 
XCNKFKV[(QTVJKUKVPGGFUCWVQPQO[VQHTGGKVUGNHHTQOVJGpKOOC-
turity” of custom, superstition and ignorance. But this autonomy 
is necessary precisely to recognise the limits of reason, and thus 
the limits of autonomy. So any “critique of managerial reason”, if 
YGPGGFGFUWEJCVJKPIYQWNFJCXGVQFGCNYKVJVJKURTQDNGO
which of course goes straight to Foucault: the autonomous subject 
KUVJGQPGYJQECPHTGGN[EJQQUGVQDGIQXGTPGFYJQCFOKVUVJG
TGCUQPCDNGPGUUQHUWDOKUUKQPKPVQVJGXGT[HCDTKEQHJGTRGTUQPJQQF
as a condition of freedom in general. Here, it would be interesting 
RGTJCRUVQGZCOKPGVJGFKUEWTUKXGHQTOCVKQPQHpGXCNWCVKQPqCUKV
QRGTCVGUKPVJGCECFGO[p'XCNWCVKQPqKUVJGPCOGQHCPQDLGEVKXG
OGCUWTGQHQWVRWVUDWVQPGYJQUGQDLGEVKXKV[KUOGTGN[RTQEGFWT-
CNtTCVKƂGFD[RTQVQEQNUCPFEQPVTCEVUtYJKNGKVUEQPVGPVKUUWDLGE-
VKXGCNDGKVCHƂTOGFVJTQWIJJKGTCTEJKGUQHRTQHGUUKQPCPFGZRGT-
VKUGp'XCNWCVKQPqCPFpCUUGUUOGPVqJCWPVVJGOKPFUQHOCPCIGTU
who cannot control what they cannot measure, and the deployment 
QHVJGUGOGVTKEUVJTQWIJQWVVJGCECFGO[VWTPUGXGT[QPGKPVQC
manager—from instructor to student—managers of outcomes in the 
educational process and the material consequences of those assess-
OGPVU
HWPFKPIYQTMNQCFUITCFGU#UCOGVTKEVJCVFGVGTOKPGU
VJGXCNWGQHYJCVJCUDGGPRTQFWEGFCUUGUUOGPVQTGXCNWCVKQPKUC
type of judgement, and as a judgement it presupposes the autonomy 
of the judge. But in the current conditions of the academy, this 
judgement is impossible because the autonomy it presupposes is 
KORQUUKDNGtGXCNWCVKQPCPFCUUGUUOGPVRTQEGGFCUHQTOCNKVKGUVJGKT
EQPVGPVEQKPEKFKPIYJQNN[YKVJVJGKTCFOKPKUVTCVKXGQTGEQPQOKE
PGEGUUKV[6JKUTGEWTUKXGQTVCWVQNQIKECNVGPFGPE[
OGCUWTGOGPV
must measure what is produced so that what is produced can be 
OGCUWTGFOGCPUVJCVCPCUUGUUOGPVECPPGXGTCEVWCNN[VCMGRNCEG
assessment, like learning, is always deferred by the application 
of measure. Any mechanism that exists solely to ratify the condi-
tions for its own existence generates an economy that is not simply 
aporetic, but entropic.
But it is, of course, also aporetic. This aporia acquires a further 
FKOGPUKQPKPCTVGFWECVKQPHQTKPUVCPEG9GEQWNFEQPUKFGTVJG
aesthetic judgement in Kant, which is taken up by Adorno in his 
later philosophy, for example in Negative Dialectics and Aesthetic 
Theory6JGFGƂPKVKQPQHCGUVJGVKELWFIGOGPVKUVJCVKVECPPQVDG
UWDUWOGFWPFGTCEQPEGRVVJWUCUUKIPKPICURGEKƂEHQTOQHTGCUQP
of rationality, to the experience of art. There is also of course a 
URGEKƂETCVKQPCNKV[VQVJGRTQFWEVKQPQHCTVYJKEJ-CPVTGHGTUVQCU
pRWTRQUGNGUURWTRQUGq5QVJGP[QWJCXGVYQMKPFUQHLWFIGOGPV
QRGTCVKPIKPVJGCTVCECFGO[QTKPCTVGFWECVKQPYJKEJCTGCVƂTUV
glance incompatible: it cannot be subsumed under a concept, yet it 
can be assessed through fairly standardised metrics which impute 
“outcomes” such as “critical skills”, or, one could also say, “autono-
O[q;GVRGTJCRUVJGTGKUJKFFGPEQPPGEVKQPtDQVJV[RGUQHLWFIG-
OGPVUCTGRWTGN[HQTOCNCUVJGQRGTCVKXGƂEVKQPQHpKPVTKPUKEXCNWGq
would indicate.
Theory, as a catch-all term as it has circulated since the 1980s, 
ECPRGTJCRUCEVCUCPQVJGTGZCORNGQHVJGUQEKCNGHƂECE[QHVJG
“autonomy” problem in higher education, in art education in partic-
ular. A wider intellectual context was desired, after the social and 
RQNKVKECNWRJGCXCNUQHVJGUCPFUHQTCPCTVGFWECVKQPVJCV
UVKNNVGPFGFVQRTQFWEGENQKUVGTGFCPFOQPCFKE/QFGTPKUVKPFKXKFW-
CNUCEEQTFKPIVQVJGEQFKƂGFOQFGNQHTGCEVKQPCT[CWVQPQO[tCV
5QQPGTQTNCVGTOGCUWTKPIXCNWGOGCPUOGCUWTKPIVJGFGXCNWCVKQP
QHNCDQWTVJGFGXCNWCVKQPQHKVUVKOGQHTGRTQFWEVKQP
e%CRKVCNJCU
taken its own measure and it doesn’t measure up. It’s always a day 
NCVGCPFCFQNNCTQTCOKNNKQPUJQTV6JGDQWTIGQKUKGJCXGPQYJGTG
to go and nothing to do but return to that source one more time and 
RTGUUJCTFGTHQTVJGFGXCNWCVKQPQHNCDQWT#P[VJKPICPFGXGT[VJKPI
that enhances the reproduction of labour, and the labourers, as social 
beings is the target.2
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least according to the presuppositions of that education as it was 
RTCEVKUGFD[CPFNCTIGtQDXKQWUN[OQPCFKEKPFKXKFWCNUCTGUJCRGF
QTFKURGTUGFVJTQWIJQVJGTUQEKCNHQTEGUCPFKPƃWGPEGU5QVJGQT[
EQOGUKPKORQTVGFHTQOƂGNFUUWEJCUCGUVJGVKEUUQEKQNQI[RJKNQU-
QRJ[CPVJTQRQNQI[CPFVJGXCTKQWURQUVQTOQNGEWNCTUWDLGEVU
of politics as they are institutionalised, i.e. feminist theory, post-
EQNQPKCNVJGQT[SWGGTVJGQT[GVE9JKEJKUPQVVQUC[VJCVCTVGFWEC-
tion was an entirely theory-free zone before that, but only that 
theory was not a disciplinary parameter—to the extent that there 
was intra- or extra-disciplinary discourse that would be down to 
KPFKXKFWCNKPUVTWEVQTUQTEQWTUGFKTGEVQTU6JGKPUVKVWVKQPCNKUCVKQP
of theory presented itself as a way of breaking down the bounda-
ries and opening up lines of communication between art education 
and more traditional academic disciplines, as well as a force for the 
standardisation and equalisation of knowledge across the post-poly-
VGEJPKENCPFUECRGQHJKIJGTGFWECVKQPKPVJG7PKVGF-KPIFQO+VYCU
thus a force for professionalisation and mainstreaming according 
VQCEGTVCKPFKUEWTUKXGOQFGNVJGFKUEWTUKXGOQFGNQHVJGpJWOCPK-
ties”, and it meant, in the long run, the eradication of the modes of 
VTCKPKPIUQEKCNKUCVKQPCPFCUUGUUOGPVURGEKƂEVQCTVGFWECVKQP+V
YCUKPVGITCVKXGDWVVJKUKPVGITCVKQPCNUQOGCPVFKUGORQYGTKPIC
lot of the traditional artisanal structures of personal authority of 
VJGOCUVGTUVWFGPVTGNCVKQPUJKR
YJKEJRGTUKUVUHQTGZCORNGKPVJG
)GTOCPU[UVGOCPFQRGPKPICTVGFWECVKQPWRVQCPWODGTQHETKVK-
ECNFGDCVGUCETQUUVJGJWOCPKVKGUCPFUQEKCNUEKGPEGUKVYCURTGXK-
QWUN[KPUWNCVGFHTQOCVNGCUVYKVJKPVJGCECFGO[0QYVJGFGITGG
to which this shift represented a disciplinary reinforcement of the 
FKUUQNWVKQPQHFKUEKRNKPGUKPVJGWPKXGTUCNKV[QHECRKVCNKUVXCNWG
QTCFKUEKRNKPKPID[VJGKORQUKVKQPQHVJCVXCNWGVJGNCVVGTDGKPI
VJGGHHGEVKXGOQVQTQHVTCPUHQTOCVKQPUKPVJGOWEJO[VJQNQIKUGF
JWOCPKUVWPKXGTUKV[KUCSWGUVKQPYJKEJECPDGRQUGFKPUGXGTCN
ways—for example, either in terms of ideological critique, that is, 
whether theory is a displacement of critical energies or critical anxi-
GVKGUVJCVECPPQVDGEQPHTQPVGFYKVJKPVJGQRGTCVKXGHTCOGYQTM
QHVJGKPUVKVWVKQPKVUGNH
YJKEJKVUGNHVTKIIGTUVJGNCTIGTSWGUVKQP
about institutional critique as a formation and a strategy [an insti-
tution], that is a displacement of a critique of capital and is thus 
HWPFCOGPVCNN[JQOQGQRCVJKEQTKPVGTOUQHCOCVGTKCNKUVETKVKSWG
of the restructuring brought about by “academic capitalism”, with 
KPVGPUKƂECVKQPQHGZRNQKVCVKQPRTQNGVCTKCPKUCVKQPCPFRTGECTKUC-
VKQPQHCECFGOKEUVCHHCPFUVWFGPVUVJGƂPCPEKCNKUCVKQPQHDWFIGVU
UWTXGKNNCPEGDKQRQNKVKECNEQPVTQNVJGENQUKPIQHICRUHQTFKUUGPVDQVJ
YKVJKPVJGWPKXGTUKV[CPFKPVJGUQEKCNURCEGVJGWPKXGTUKV[WUGFVQ
QEEWR[CPFUQHQTVJ9JKNGPGKVJGTQHVJGUGETKVKSWGUECPDGUGXGTGF
from the other, there is a need common to all these lines of critique, 
JQYGXGT VJG[CTGECVGIQTKUGF VQ VCMGUGTKQWUN[ VJGRTQDNGOQH
autonomy and the contradictions it implies, not just for the objects 
of critique but for the project of critique—and the role theory might 
play in elucidating that. Maybe it is worth noting here shortly that 
VJGWUGQHpVJGQT[qCUCUQNXGPVQHGPVTGPEJGFFKUEKRNKPCT[DQWPFC-
ries bears some similarity with the “aesthetic regime” discussed by 
Jacques Rancière as the impulse augured through Modernist and 
CXCPVICTFGCTVVJCVKURTGFKECVGFQPVJGFKUUQNWVKQPQHDQWPFCTKGU
DGVYGGPKVCPFGXGT[VJKPIGNUGDGVYGGPCTVCPFPQPCTVDGVYGGP
CTVCPFNKHGCPFYJKEJGUVCDNKUJGUKVUURGEKƂEKV[VJTQWIJVJCVECRCE-
KV[VQRTQXQMGFKUUQNWVKQPCVNGCUVYKVJKPKVUQYPFQOCKP+YQWNF
like to see if we can bring some conception of antagonism and 
PGICVKXKV[DCEMVQVJKUPQPURGEKƂEKV[PQVLWUVKPQTFGTVQNKPMQWT
discussion back to political economy in a way which would consti-
VWVKXGN[PQVDGRCTVQH4CPEKÄTGoUHQTOCNKUVRQNKVKECNRTQLGEVDWVVQ
OCMGCUJQTVEKTEWKVDGVYGGPPGICVKXKV[CPFCPGOCPEKRCVQT[JQTK-
zon in a time when the economy really has cornered the market on 
VJGWVQRKCPCUVJGpKPVTKPUKEXCNWGqGZCORNGUJQYU9GYQWNFCNUQ
PGGFVQFGƂPGYJCVMKPFQHFKUEWTUKXGQTETKVKECNQDLGEVpCTVVJGQT[q
KUCUQRRQUGFVQVJGTQNGpVJGQT[qRNC[UCUCƃCVVGPKPIGNGOGPVKP
the humanities in general, and art education in particular. “Art 
VJGQT[qYGEQWNFUC[TGOCKPUUQOGVJKPIXGT[URGEKƂEVJGQT[KP
CTVEQPUVKVWVKXGN[FQGUPQV9JGVJGTVJGGZRCPUKQPQHpVJGQT[q
has initiated a corresponding expansion in “art theory” is another 
VQRKEDWV+YKNNCUUWOGHQTVJGRWTRQUGUQHVJKUKPXGUVKICVKQPVJCV
the spread of “theory” is the spread of “theory-in-general” and is 
being put forward as an allegory that functions in the realm of the 
GRKUVGOKEVQFTCYQWTCVVGPVKQPVQVJGURTGCFQHVJGXCNWGHQTOKP
VJGWPKXGTUKV[
AUTONOMY/NEGATIVITY
9GECPURGCMQHCEQPHTQPVCVKQPYKVJOGCUWTGCUKVKUEWTTGPVN[
OCPKHGUVGF KP VJGUVWFGPVOQXGOGPVCICKPUV VJGEWVDCEMUCPF
pFGIGPGTCVKXGqTGHQTOUVQRWDNKEGFWECVKQPYKVJKPCPFYKVJQWV
VJGJGCFKPIQHVJG$QNQIPC2TQEGUUCUCPQWVEQOGQHVJGETKVKECN
project of autonomy: it is putting forward the possibility, if not 
always consistently or consciously, of a practice of knowledge pro-
duction and sharing which both refuses to submit to heteronomy 
WPFGTUVQQFCUGEQPQOKUVKENQIKEQTKPUVTWOGPVCNTGCUQP
CUUGTVUVJG
CWVQPQO[QHCVKOGCPFURCEGQHPQPKPUVTWOGPVCNKUGFNGCTPKPI
CPFVQVJGCWVQPQO[QPQHHGT
EQPUWOGTCWVQPQO[GORQYGTGF
ENKGPVUQHUGTXKEGRTQXKFGTU#VKVUWVOQUVVJGOQXGOGPVGURGEKCNN[
in its phase of occupations, also entails a confrontation not with the 
autonomy, but with the “anomie” of a political community without 
RTQITCOOGQTRQNKVKECNCHƂNKCVKQPKVUQYPTCFKECNKPUWHƂEKGPE[CPF
EQPVKPIGPE[CUKVRTGUGPVUKVUGNHDQVJCUCEQPFKVKQPQHRQYGT
KPFKU-
cernibility to repression, for example, or the rejection of formalist 
QTCWVJQTKVCTKCPWPKVKGUCPFEQPFKVKQPQHYGCMPGUU
ƂPFKPIUQWTEGU
HQTUWUVCKPGFGPICIGOGPVJCXKPICRNCPTGCEVKPIVQEKTEWOUVCPEGU
UWUVCKPKPICPVCIQPKUORQUKVKXGN[TCVJGTVJCPTGCEVKXGN[
The turn towards autonomy in this analysis could also be iterated 
in a slightly different way, especially when I talk about “consumer 
CWVQPQO[qCUVJGTGNGXCPVEJCPPGNHQTUGGKPIJQYRCTVKEKRCVKQP
CPFKPFGRGPFGPEGCTGƂIWTGFCUUVTCVGIKGUQHEQPVTQND[FGEQORQU-
KPIECRKVCNKUVKPUVKVWVKQPUtKVKUCRCTVQHVJGOCTMGVUWDLGEVKXKV[
that those institutions cannot help but reproduce, as much in their 
OQOGPVUQHFKUCXQYCNQHVJGO
VJGECVGIQT[QHpGZEGNNGPEGqVJG
RTQOKUGQHpKPFGRGPFGPVTGUGCTEJqHQTGZCORNGCUKPVJGGPHQTEG-
OGPVQHVJQUGpTGCNCDUVTCEVKQPUqCPFCNNQRRQUKVKQPCNOQXGOGPVU
QRGTCVKPIQP VJKU VGTTCKPJCXG VJG UCOGRTQDNGO5QXGTGKIPV[
EQWEJGFKPVGTOUQHEQPUWOGTUQXGTGKIPV[KUQHEQWTUGXGT[HCOKN-
KCTCUVJGYC[GOCPEKRCVQT[FGUKTGUIGVEQOOQFKƂGFCPFKPFKXKFW-
alised in a society without any horizons for realising those desires 
EQNNGEVKXGN[6JKUFKUEWUUKQPYKNNCNUQCVUQOGRQKPVJCXGVQTGXKUKV
DQVJVJGFGUKIPCVKQPQHpTGNCVKXGCWVQPQO[qCUKVKUCRRTQRTKCVGFKP
6JG NKDKFKPCNGEQPQO[ VJGUGETGV VGZVWTGQHXCNWGU NKHGUV[NGUCPF
desires hidden by the political economy are the real plane of consist-
GPE[QHVJKUTGXQNV
Claire Fontaine, “Human Strike”
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culture and education, and the use of “autonomy” as the critical 
RQVGPVKCNQHVJGCTVYQTMKPKVUEJCTCEVGTQHCDUQNWVGGZEJCPIGXCNWG
KP#FQTPQoUCGUVJGVKEVJGQT[0QTKUKVRQUUKDNGVQRTQEGGFFQYP
this trajectory without alluding at least to the inseparability of the 
autonomous subject from the autonomy of art as the canonical 
IGUVWTGQH/QFGTPKUVQTVJQFQZ[
)TGGPDGTIet alVJGUGNHNGIKUNCVKPI
ƂGNFYJKEJQDG[UKVUQYPKOOCPGPVNCYUOGFKWOD[OGFKWO
#PFVQHQNNQYVJKUWRQHEQWTUGYKVJVJGQDUGTXCVKQPVJCVVJKU
notion of autonomy was superseded by a different one, namely 
VJGQPGCFXCPEGFD[%QPEGRVWCN#TVYJKEJYCUNGUUKPVGTGUVGFKP
VJGOGFKWOURGEKƂEKOOCPGPEGQHCTVoUTWNGUQHRTQFWEVKQP
pace 
-QUWVJCPFVJCVDWPEJVJCPKPVGTGUVGFKPVJGRQNKVKECNCPFKPUVK-
tutional sense of “autonomy”; or it could be said that there was an 
KFGCVJCVVJGQXGTEQOKPIQHVJGƂTUVMKPFYCUPGEGUUCT[KPQTFGTVQ
ƂIWTGQWVYJCVKVYQWNFOGCPHQTCTVVQRWTUWGVJGUGEQPFMKPF
And Adorno would, perhaps, mark the unstable nexus between 
these two kinds of autonomy, with his use of the concept of the 
monad to schematise art, for example.
9JCV+COVT[KPIVQIGVCVKUVJGCHHGEVKXGGZEGUURTQRGTVQVJG
term “autonomy”, the libidinal economy, as the quote says, of auton-
QO[YJKEJKUHTGSWGPVN[CPFWPUWTRTKUKPIN[CRGTXGTUGQPGtCU
UGGPHTQOVJGUVCPFRQKPVQHCWVQPQO[KPKVUPQTOCVKXGTGIKUVGTQH
the rational and self-legislating subject, which is the not-so-surrep-
VKVKQWUNKPMVQVJGJGVGTQPQOQWUUWDLGEVKXKV[QHVJGTCVKQPCNCIGPV
of neoclassical economics and the owner of “human capital”. But 
it also holds a dialectical negation of that link, whether the nega-
VKQPKURWTUWGFYKVJTGICTFVQTCVKQPCNKV[QTJGVGTQPQO[
CPFVJGKT
EQOOQPUWDUVCPEGVJGTGEQIPKVKQPQHNKOKVU
In arguing for a dialectical approach to “autonomy”, we are enabled 
VQTGXKUKVpVJGQT[qKPKVUOWNVKRNGIWKUGU+VKUCVQPEGCPFCVFKHHGTGPV
VKOGUVJGUQNXGPVQHCECFGOKEFKUVKPEVKQPVJGEQTTQUKXGCIGPVQHFKU-
ciplinary resistance, as well as the threatened object of market disci-
RNKPGKPVJGFKTGEVKPVGITCVKQPQHCECFGOKEUWDLGEVUKPVQEQUVDGPGƂV
analyses that operate in the breach of their logic: the shibboleth of 
pKPVTKPUKEXCNWGqYJKEJRTCEVKECNN[HCXQWTUQPN[VJGKOOGFKCVGN[
GZRNQKVCDNGUQWTEGUQHKPEQOG6JGPGICVKXKV[QHVJGPQPURGEKƂEKU
YJCVPGGFUVQDGDTQWIJVQWVJGTGCPGICVKXKV[YJKEJCUCNTGCF[
RQKPVGFQWVKUGODNGOCVKEQHVJGYC[CTVQRGTCVGUCPFFGƂPGUKVUGNH
in the “aesthetic regime” but can only emerge in the political praxis 
of a hostility to the present, rather than the mimesis of what already 
is the case, namely, the dissolution of all distinctions in the law of 
XCNWGGZEGRVHQTVJGQPGUKVKVUGNHGPIGPFGTUCPFGPHQTEGU6JGPGIC-
VKXKV[KUCNUQCRQNKVKECNECVGIQT[GOGTIKPIHTQOVJGFKTGEVGPEQWPVGT
YKVJCƂGNFQHRTCEVKEGFTCKPGFQHKVUJWOCPKUVKNNWUKQPUCPFVJG
3. Fredric Jameson, Postmodernism: or, the Cultural 
Logic of Late Capitalism8GTUQ.QPFQPCPF0GY
;QTMR
need to get past them while reckoning with the residual power of 
those illusions as placeholders for the desire for something else— 
this is what I am using “autonomy” to refer to. In discussions about 
how to “defend education” or “defend the arts” without enlisting a 
reliance on both obsolete and historically inaccurate readings of the 
pRWDNKEIQQFq
VJGUWRRQUGFN[HCTUKIJVGFCRRTGEKCVKQPQHVJGRTG
neoliberal state for knowledge or culture pursued for its own sake, 
YJKEJCNUQEQPXGPKGPVN[ECPDGUWRRQTVGFD[CTIWOGPVUHQTVJGGEQ-
PQOKEDGPGƂVUQHUWEJFKUKPVGTGUVGFPGUUYGCTGHCEGFYKVJCJWIG
FKNGOOC2GQRNGYKNNPQVƂIJVHQTYJCVFQGUPQVGZKUVQTYJCVVJG[
ECPPQVKOCIKPGVJG[YKNNƂIJVHQTUQOGVJKPIVJG[VJKPMFQGUGZKUV
GXGPKHETKVKSWGECPRQKPVQWVVJCVKVFQGUPQVQTVJCVKVUGZKUVGPEG
YCUCNYC[UHQTCHGYWPFGTXGT[WPGSWCNEQPFKVKQPU6JGUWDLGEVQH
ETKVKSWGƂTUVQHCNNJCUVQHCEGVJGEQPFKVKQPUQHKVUETKVKECNCWVQPQO[
CPFWPFGTYJCVEQPFKVKQPUKVOWUVDGRTGUGTXGFQTECUVCUKFG+VKU
precisely under conditions of attack that an object such as an “edu-
cation” that must be “defended” comes into focus, or comes into 
being, and the social relations presupposed by such an object, as it 
KUTGVTQCEVKXGN[KPXGPVGFCNUQJCXGVQDGKPXGPVGFKPVJGRTGUGPV
6JCVKUQPGVJKPI#PQVJGTKUVJCVKPVJGYQTNFQHpKPVTKPUKEXCNWGq
the notion of a good that cannot be measured is both anachronistic 
and untimely. Anachronistic because that notion already includes a 
way of accounting, at least “ideologically” for what is refractory to 
measure, thus highlighting that there is no such thing as a princi-
pled or technical incompatibility with managerial or “economistic” 
metrics—it is immediately a question of political praxis whether the 
XCNWGHQTOKUVQDGSWGUVKQPGFTCVJGTVJCPEQPUQNKFCVGFVJTQWIJ
GXGTOQTGPGDWNQWUCPFITCPWNCTtDWVPQNGUUGHƂECEKQWUtV[RGU
of instruments. Anachronistic also in terms of the production 
QHUWDLGEVKXKV[UKPEGVJGCEEWNVWTCVKQPVQEQTRQTCVGHQTOUQHNKHG
YJKEJCEEQORCPKGUVJGTGCNUWDUWORVKQPQHGFWECVKQP
CPFEWNVWTCN
RTQFWEVKQPYJKEJKPENWFGUVJGPCVWTCNKUCVKQPQHVJGKFGCQHEQO-
OQFKƂCDNGUGTXKEGUGFWECVKQPCUEQOOQFKV[IGVVKPI[QWTOQPG[oU
worth, and so on, eliminates the ground for a principle opposition 
VQVJGTWPPKPIQHVJGWPKXGTUKV[CUCDWUKPGUUYJKEJKURTQXKFKPI
CUGTXKEGVQECPP[UJQRRGTU%QPUWOGTUQXGTGKIPV[ECPDGFGGOGF
at the same time the index of real subsumption in these areas, the 
border of the historical eclipse of the legitimacy of the notion of 
a “public good”, the re-casting of all communities in the commu-
PKV[QHECRKVCNDWVCNUQCUKVQDLGEVKXGN[FGEQORQUGUCPFGTQFGUVJG
EQPFKVKQPUHQTKVUEQPVKPWGFGZKUVGPEGKVRTQXQMGUHTKEVKQPUYJKEJ
CVNGCUVKPKVKCNN[JCXGVQUVGOHTQOVJGFKUVQTVGFDWVXGT[TGCNRTG-
UWORVKQPUQHVJCVUQXGTGKIPV[6JKUGXKFGPVN[KUVJGECUGPQVLWUV
HQTVJGUVWFGPVOQXGOGPV
YJKEJKUPQVGZENWUKXGN[EQORQUGFQH
UVWFGPVUCP[YC[DWVHQTVJGCECFGOKEYQTMGTUtUVCHHCPFCFOKP

KPUJQTVVJQUGCECFGOKEYQTMGTUYJQJCXGVJGPQOKPCNUVCVWUCV
CNGXGNYJGTGVJG[JCXGCPCHHGEVKXGQTRTQHGUUKQPCNKPXGUVOGPVKP
PQVLCTTKPIVJGUVCVWUSWQ6JGRCVVGTPUQHCVQOKUCVKQPCPFEQORNKE-
KV[RTQRGTVQVJGXGTUKQPQHCWVQPQO[CUEWTTGPVN[RTCEVKUGFKPVJG
academic workplace is possibly a lot harder to break with than the 
way those conditions are mediated to the students, because here 
VJKUCWVQPQO[KUKODTKECVGFKPVJGXKEKQWUE[ENGQHpRTQHGUUKQPCN-
KUOqYJKEJJQNNQYUQWVUVTWEVWTGUQHUGNHIQXGTPCPEGVQDGƂNNGF
YKVJXCEWQWUCPFVJWUCNNVJGOQTGDTWVCNNQIKEUQHFQOKPCVKQP
competition and measure.
*GTGKVOKIJVDGKPVGTGUVKPIVQTGHGTCICKPWPLWUVKƂCDN[DTKGH-
N[VQUQOGQHVJGDCEMITQWPFVQVJGTGHGTGPEGCDQXGPCOGN[VJG
In a well-known passage Marx powerfully urges us to do the impos-
UKDNGPCOGN[VQVJKPMVJKUFGXGNQROGPVRQUKVKXGN[CPFPGICVKXGN[CNN
CVQPEGVQCEJKGXGKPQVJGTYQTFUCV[RGQHVJKPMKPIVJCVYQWNFDG
capable of grasping the demonstrably baleful features of capitalism 
along with its extraordinary and liberating dynamism simultaneously 
within a single thought, and without attenuating any of the force of 
GKVJGTLWFIGOGPV9GCTGUQOGJQYVQNKHVQWTOKPFUVQCRQKPVCVYJKEJ
it is possible to understand that capitalism is at one and the same time 
VJGDGUVVJKPIVJCVJCUGXGTJCRRGPGFVQVJGJWOCPTCEGCPFVJG
YQTUV6JGNCRUGHTQOVJKUCWUVGTGFKCNGEVKECNKORGTCVKXGKPVQVJGOQTG
EQOHQTVCDNGUVCPEGQHVJGVCMKPIQHOQTCNRQUKVKQPUKUKPXGVGTCVGCPF
all too human: still, the urgency of the subject demands that we make 
CVNGCUVUQOGGHHQTVVQVJKPMVJGEWNVWTCNGXQNWVKQPQHNCVGECRKVCNKUO
dialectically, as catastrophe and progress all together.3
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pQDLGEVKXGN[FGEQORQUKPIqUVCVGQHVJGEQOOWPKV[QHECRKVCN6JG
term “community of capital” comes from Jacques Camatte and the 
current of French ultra-left communist theory he was working with-
in—his counter-posing of a “human community” to that communi-
V[YQWNFKPXQNXGCNNUQTVUQHFKUEWUUKQPUQHpURGEKGUDGKPIqPGICVKXG
CPVJTQRQNQI[CPFCPVJTQRQNQIKECNOCVGTKCNKUOYJKEJ+YKNNNGCXG
VQQPGUKFGJGTG6JGURKTKVQHVJGTGHGTGPEGJQYGXGTEQOGUHTQO
VJGYQTMQH6JGQTKG%QOOWPKUVGCPF'PFPQVGUQPpEQOOWPKUC-
tion”, with its positing of a rupture in the class relation which for 
VJGƂTUVVKOGKPJWOCPJKUVQT[OCMGUEQOOWPKUORQUUKDNG
YJKEJ
+CNUQYQPoVIGVKPVQVQQOWEJJGTGCPFCNUQOQTGVCPIGPVKCNN[
from Loren Goldner and work being done around the “decadence” 
VJGUKUQHECRKVCNKUOCUPQNQPIGTCRTQITGUUKXGHQTEGDWVQPGYJQUG
continued existence relies on the non-reproduction of the produc-
VKXGHQTEGUCUUGVUVTKRRKPICPFVJGRTQNKHGTCVKQPQHƂEVKVKQWUECRK-
VCN
UC[pƂPCPEKCNKUCVKQPqDWVCNUQHQTGZCORNGVJGpMPQYNGFIG
GEQPQO[qYJKEJFTCYUQPUWTRNWUXCNWG[GVVQDGQTYJKEJOC[
PGXGTDGRTQFWEGF
The importance of this reference, certainly for the work I am cur-
rently doing around art within and potentially against capital 
under the rubric “speculation as a mode of production”, is that it 
GPICIGUYKVJCETKVKSWGQHVJGXCNWGHQTOYJKEJKUPGICVKXGKPVJG
UGPUGVJCVKVTGEQIPKUGUWUGXCNWGCUCPCURGEVQHGZEJCPIGXCNWG

VJGFWCNPCVWTGQHVJGEQOOQFKV[CPFNCDQWTCUECRKVCNKUVNCDQWT
CUCICKPUVCP[OQTCNKUVKEQTTGFWEVKXGETKVKSWGYJKEJYQWNFUGGCP
CHƂTOCVKQPQHWUGXCNWGQTCXCNQTKUCVKQPQHNCDQWTCICKPUVECRKVCNCU
RTGƂIWTCVKQPUQHCPQPECRKVCNKUVUQEKGV[QTCPQPECRKVCNKUVNKHG+P
many ways, I would place much of the discussions about the “com-
mon” and “commoning” in this latter category. Further, I would 
ask that we think of “autonomy”, at least experimentally, along the 
NKPGUQHVJGPGICVKXKV[VJKUNKPGQHKPSWKT[FGXGNQRUQWVQH/CTZoU
QYPETKVKSWGQHRQNKVKECNGEQPQO[CPGICVKXKV[KPTGNCVKQPVQVJG
autonomy of the working-class or the autonomy of a “doing” which 
VTCXGTUGUCPFKPUQOGQPVQNQIKECNYC[RTGEGFGUKVUECRKVCNKUVCRRTQ-
RTKCVKQPp#WVQPQO[qJGTGUJQWNFDGEQPEGKXGFCNQPIVJGNKPGUQHKVU
conditions of impossibility, and thinking its possibility has to take 
account of the destruction of its current conditions of possibility, 
insofar as they are also the conditions of its destruction.
There are problematic aspects to the thought of communisation, 
EJKGƃ[KPKVURCTCFQZQHVJGTGHWUCNQHOGFKCVKQPRCKTGFYKVJ
QT
FQWDNGFD[CENCUUKECNN[*GIGNKCPVGNGQNQI[QHJKUVQT[*QYGXGTCPF
in concluding, there is an important point to take from it which 
TQWVGUDCEMVQVJGEKVGFPGGFVQNKPMRQNKVKECNGEQPQO[CPFPGICVKX-
KV[VQVJGPQPURGEKƂEKV[QHVJGQT[CPFCTVKPRCTVKEWNCTtKVECPDG
UCKFVJCVVJKUPQPURGEKƂEKV[JCUWRVKNNPQYDGGPGZRGTKGPEGFCPF
RTQRCICVGFCUUGNHGZRCPFKPIXCNWGCPCNQIQWUVQECRKVCNKPDQVJ
KVUSWCNKVCVKXGGORVKPGUUCPFKVUSWCPVKVCVKXGTKIKFKV[COCTMGTQH
the political in the academy and marked by the formalism and the 
disconnect of the notion of the “political” in academic real subsump-
VKQPOWEJCUKVKUKPVJGEWNVWTCNQTCTVKUVKEƂGNFYJGTGpGFWECVKQPq
itself, curiously, has both become a password for politics and where 
4. “Here Comes, There Goes… The Other Hand 
Clapping; The Other Shoe Dropping; The 
Other Lung Collapsing” at The Wolf Report:Non- 
confidential analysis for the anti-investor blog, 
http://thewolfatthedoor.blogspot.com/2010/02/
here-comes-there-goes.html 

TGVTKGXGFQP(GDTWCT[
6JGTGURQPUGQHCOQXGOGPVVQDWKNFENCUUUVTWIINGOWUVITCURVJG
social costs of the reproduction of capital as a whole and that it is 
those social costs of the totality of reproduction, not just the costs of 
machinery, of labor power, of transportation, but the total cost of the 
social organisation built up and essential to capitalist accumulation, 
that now constitute the impairment to accumulation.4
ƃGZKDNGEQPVKPIGPVCPFGXGPGOCPEKRCVQT[HQTOUQHGFWECVKQPIQ
for refuge or are proto-typed for insertion back into “academic” or 
“cultural capitalist” circuits. But the idea of a broken class relation 
between a working-class that refuses a political or social identity as 
YQTMGTU
QTCUUVWFGPVUQTCUEQPUWOGTUCPFCECRKVCNYJKEJCNUQ
no longer acknowledges itself as such, using epithets like “The Big 
5QEKGV[qCPFYJKEJECPEQPVTKDWVGPQVJKPIVQVJGFGXGNQROGPVQT
GXGPOCKPVGPCPEGQHEWTTGPVNKHGEQPFKVKQPUFQGUDTKPIWUDCEMVQ
VJGPQPURGEKƂEKV[QHHQTOCVKQPUUWEJCUVJGQT[QTCTVQTGFWEC-
VKQPCUVJKUPQPURGEKƂEKV[KUCTVKEWNCVGFYKVJKPVJGUVWFGPVOQXG-
ments going on right now, but also as an opposition to a present 
which literally has nothing to offer—an opposition which also has 
PQVJKPI
PQKFGPVKV[PQQTICPKUCVKQPUVQHCNNDCEMQP6JWUpVJGQ-
ry in general” can continue to keep the space open within which 
critique and propositions for non-capitalist praxis can circulate but 
part of that is institutionalising differently and in the meantime 
ƂIJVKPIHQTVJGRQVGPVKCNQHGZKUVKPIKPUVKVWVKQPUVQUWRRQTVVJQUG
attempts, a dialectic clearly illustrated by the deployment of both 
YCNMQWVUCPFQEEWRCVKQPUKPVJGUVWFGPVOQXGOGPV#PFƂPCNN[
perhaps somewhat laterally, I would like to draw attention to the 
TGNCVKQPUJKRQHPQPURGEKƂEKV[VQVJGQXGTEQOKPIQHVJGFKXKUKQPQH
NCDQWTYJKEJKUVJGDCUKUHQTVJGFKUEKRNKPCT[FKXKUKQPUYKVJKPVJG
CECFGO[
UKPEGVJCVKUYJCVOCPCIGTKCNEWNVWTGKUDCUGFQPCNDGKV
UWURGPFGFKPRTCEVKEGD[VJGRTQNKHGTCVKQPQHCFOKPKUVTCVKXGOQPK-
VQTKPIQTOCKPVGPCPEGNCDQWTTGICTFNGUUQHLQDFGUETKRVKQPCPFJQY
that was always the promise of a bourgeois “liberal arts” education, 
PQPURGEKCNKUOCXQKFKPIVJGVGEJPQETCVKEUVKIOCQHURGEKCNKUKPIKP
anything—I myself am the product of such an education at the 
WPFGTITCFWCVGNGXGNCPFKVKUQPGRGTJCRUWPFGTGZCOKPGFVGPGVQH
ENCUUOQDKNKV[KPVJG7PKVGF5VCVGU6JGTGKUENGCTN[UQOGVJKPIWVQRK-
CPKPVJGRTQOKUGQHPQPURGEKƂEKV[#PFKVKUWVQRKCPKP/CTZVJG
FKXKUKQPQHUQEKCNNCDQWTVJCV/CTZCUUQEKCVGFYKVJVJGTKUGQHECRK-
talism and expected to be made redundant by the free association 
QHRTQFWEGTUVJCVYQWNFUWRGTUGFGKVKUVJGUCOGFKXKUKQPQHNCDQWT
between mental and manual labour which produces the polarities 
of art and work, theory and practice, humanities and the sciences in 
VJGWPKXGTUKV[5QOGVKOGUVQVCNUQEKCNECRKVCNJCUHCXQWTGFQPGUKFG
QHVJGRQNCTKV[UQOGVKOGUCPQVJGT9GCTGCVCRQKPVD[CPFNCTIG
YJGTGKVHCXQWTUPGKVJGTCPFYQWNFJQRGVQUSWGG\GVJGOQUVQWVQH
both while it still has the capacity, the consent, and the monopoly 
QPXKQNGPEGVQFQUQ5QVJGUGFKXKUKQPUOWUVDGTGXKUKVGFTGXKUGF
and exacerbated, for the spaces of autonomy they can still afford in 
VJGEKTEWOUVCPEGUYGHCEGGXGPCUYGCTGOKPFHWNVJCVVJQUGURCEGU
QHCWVQPQO[CTGKPGXGT[YC[VQDGETGCVGF
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9JGPYGOGVKP/QPVGJGTOQUQUQOGOQPVJUCIQ+HGNVSWKVGEGT-
VCKPVJCVCUVJGQPN[URGCMGTYJQYCUPQVHTQOCP'WTQRGCPEQWP-
VT[O[KPVGTXGPVKQPUJQWNFGZRNKEKVN[FGCNYKVJVJKUHCEV6JKUETGCV-
GFCFKNGOOCUJQWNF+DTKPIQWVVJGHGCVJGTUCPFNQKPENQVJ
CNYC[U
JCNHGZRGEVGFCPFYCTON[TGEGKXGFD[VJGCWFKGPEGQTUJQWNF+
pretend to an equality that could only be assumed “in principle”?
#UCITGCVFGCNQHO[GFWECVKQPCPFRTCEVKEGJCUTGXQNXGFCTQWPF
RGTHQTOCPEGCTV+CORCTVKEWNCTN[UGPUKVKXGVQVJGECEQRJQPKEVGTO
pRGTHQTOCVKXKV[qYJGVJGTVJGYQTFTGHGTUVQCYTKVVGPVGZVQTC
RWDNKERGTHQTOCPEG+MPQYXGT[YGNNVJCVKVKUGPQWIJVQEJQQUGC
EGTVCKPVQPGCEGTVCKPITCOOCVKECNRGTUQPCEGTVCKPXQECDWNCT[
QTNKUVQHPCOGUHQTCVGZVVQDGTGCFKPCURGEKƂEYC[+COCYCTG
VJCVKHQPGKPENWFGUCYQTFUWEJCUpRGTHQTOCVKXKV[qKPCVGZVECNNGF
In Praise of Modesty an apology is due. I promise I won’t do it again. 
+YKNNVCMGCTVKUVKENKEGPUGVQCXQKFDQVJSWQVGUD[VJGQTKUVUCPF
technical jargon.
9JKNGVJGRTQDNGOQHYJGVJGTCURGEKƂENCPIWCIGKUPGEGUUCT[
KPQTFGTVQEQPXG[CURGEKƂEOQFGQHVJKPMKPIKUJCTFN[CPGYQPG
VJGCECFGO[
CNYC[UQDUGTXCPVQHKVUIQQFOCPPGTUCPFCNYC[UHGCT-
HWNQHKVUUCNCTKGUDQPWUGUCPFHCEKNKVKGUFQGUPQVCNYC[URQPFGT
these kinds of questions. In fact, when it comes to contemporary 
art, the need of academic legitimation guaranteed by the obscurity 
QHVJGVGTOU
CPFVJGKTEQPXQNWVGFU[PVCZGUJCUDGEQOGCRTQD-
lem of epidemic dimensions: it is enough for the right tone to be 
CEJKGXGFHQTCYJQNGNQVQHPQPUGPUGVQDGGPVKTGN[QXGTNQQMGF 
6JKUKUVJGCFXCPVCIGQHpRGTHQTOCVKXKV[qDWVCNUQQHVJGVCUVGHQT
inter-/multi-/cross-/trans-thinking. If one learns—like children and 
dogs do—through a series of rewards and punishments, one will 
run a mile the minute the words “curating” and “war machine” are 
uttered in the same sentence.
&GURKVGO[WUKPIVJKUVQPGHWNNQHNKVGTCT[GZEGUUGU 
CYC[QH
NGPFKPIUQOGITCXKVCUVQO[NQKPENQVJYJCV+YCUVT[KPIVQFQ
at Montehermoso was to transmit this estrangement as a sense of 
urgency. How could I explain, without implying any inferiority 
QTUWRGTKQTKV[VJCVVJGTGYGTGUKIPKƂECPVFKHHGTGPEGUKPQWTNKXGF
GZRGTKGPEGUVJCVPGXGTVJGNGUUEQWNFDGEQOOWPKECVGF!*QYEQWNF
+GZRNCKPVJCVKPO[QRKPKQPVJGTGNCVKXGN[KPPQEWQWUVJGOGQH
VJGEQPHGTGPEGtGXCNWCVKPIOWNVKFKUEKRNKPCT[OQFGNUHQTCTVKUVKE
education in the light of the Bologna process—brought to light other 
TGNGXCPVCPFWTIGPVRTQDNGOU!*QYEQWNF+EQPXG[VJGGZRGTKGPEGQH
UGGKPIVJGRNCEGYJGTG+NKXGIQHTQOTGNCVKXGRGCEGVQCvisible state 
of permanent war, in which catastrophe ceased to be a theoretical 
hypothesis or historical datum to turn into institutional delirium, 
the constant presence of the army on the streets and a daily count 
QHXKQNGPVFGCVJUQTICPKUGFD[5VCVG
VJKTV[ƂXGFGCFKP6COCWNKRCU
[GUVGTFC[VJKTVGGPFGCFDQFKGUpCRRGCTGFqVQFC[KP/KJQCE½P!
*QYEQWNF+GZRNCKPCDQXGCNNVJCVVJGWTIGPE[QHVJKUUKVWC-
VKQP
PQVVJGGrand GuignolDWVTCVJGTKVUECWUGUCPFGHHGEVUFKFPQV
CRRGCTKPO[TWOKPCVKQPUCUCIWCTCPVGGQHQVJGTPGUU
QVJGTPGUUCU
<ACE4<F8B9@B78FGL
Pilar Villela Mascaró
Artist and lecturer in public art at 
VJG'UEWGNC0CEKQPCNFGN'UVCFQFG
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CVVJG'UEWGNC0CEKQPCNFG#TVGU
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3rd and 5th Public Art Forum at the 
5CNC5KSWGKTQU
CPF
exhibitions such as El Resplandor 
GPGN5CNÏPNQUPIGNGU
#U
an artist she has recently taken 
part in the exhibitions 'NLCTFÉPFG
Academus
/7#%CPFDarker 
than Night
%CUKPQ/GVTQRQNKVCPQ

There was something in the air that night
The stars were bright, Fernando
They were shining there for you and me
For liberty, Fernando
6JQWIJYGPGXGTVJQWIJVVJCVYGEQWNFNQUG
There’s no regret
If I had to do the same again
I would, my friend, Fernando
ABBA
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KUPQVUQOWEJYJGVJGTUWEJCPFUWEJPCVKQPUVCVG
OWEJNGUUKVU
EKVK\GPUKUQPVJGUKFGQHVJGQRRTGUUGFQTVJGQRRTGUUQTUKPUVGCF
we should question what does this form of production based on the 
FKHHGTGPVURGGFUCPFFKTGEVKQPQHƃQYURTQFWEGUCPFJQYKVYQTMU
In this sense, I would like to suggest a link between the idea of a 
EGTVCKPWDKSWKV[QHKOOCVGTKCNNCDQWT
PGGFNGUUVQUC[RTQFWEGF
CPFECRKVCNKUGFKPCPFD[VJGƂTUVYQTNFCPFCVGNGQNQIKECNPQVKQP
QHJKUVQT[VJCVKORQUGUKVUGNHCUCFGXGNQROGPVCNOQFGN
On the one hand, this model of production considers that those 
technologies that notably reduce the human effort required for 
VJGRTQFWEVKQPQHVCPIKDNGIQQFU
YJKEJKUKPKVUGNHCRTQFWEVQHCP
organised system that includes things such as the planned crea-
VKQPQHRCVGPVGFVGEJPQNQIKGUKPXGUVOGPVKP4&CPFOCTMGVU
KPRNCPPGFQDUQNGUEGPEGCTGVJGQPGUVJCVCNNQYCPFFTKXGVJG
FGXGNQROGPVQHVJGUGTXKEGUCPFƂPCPEKCNURGEWNCVKXGUGEVQTUCPF 
OQTGQXGTVJCVVJGUGUGEVQTUJCXGCPWPNKOKVGFRQVGPVKCNHQTITQYVJ
KPCUOWEJCUVJG[OWNVKRN[EKTEWNCVKQPXKTVWCNN[ex-nihilo and that 
VJKUKPKVUGNHEQPUVKVWVGUGEQPQOKE
QTOCETQGEQPQOKEITQYVJ
1DXKQWUN[VJQUGYJQFGHGPFVJKUKFGCCEMPQYNGFIGVJCVKOOCVG-
TKCNNCDQWTKUPQVFQOKPCPVCVCINQDCNNGXGN6JGTGHQTGVJGRTQDNGO
arises of how to explain the relationship between different situ-
CVKQPU6JKUKUYJGTGVJGSWGUVKQPQHFGXGNQROGPVCTKUGUCUVJG
EQPVTCFKEVKQPKUTGUQNXGFD[UWRRQUKPIVJCVUQOGCTGCUCTGOQTG
FGXGNQRGFVJCPQVJGTU
VJCVKUVJCVUQOGCTGHWTVJGTCJGCFCNQPICP
KOCIKPCT[JKUVQTKECNNKPGTCVJGTVJCPTGCNKUKPIVJCVVJKUKUVJGTGUWNV
of the situation when looked at in its totality. Immaterial labour 
FGRGPFUQPCUGTKGUQHOCVGTKCNKVKGUVJCVCTGGKVJGTKPXKUKDNGQTCTG
CNYC[UGNUGYJGTG
DGJKPFKPJKUVQT[QPVJGUKFGQHVJGXKEVKOUKP
VJGJQVVTQRKEUKPVJG1TKGPVGVEGVE6JGRTQDNGOJGTGKUVJG
pious omission of the “carrot and the stick law”. That is, in order 
VQIWCTCPVGGRCVGPVU
CPFVJGFKUVTKDWVKQPQHIQQFUVJGGORKTGQH
the Law—with its stick-wielding policemen making sure the law 
is obeyed—remain necessary;1 in order to make people buy a new 
/CEUQVJG[ECPYCNMCTQWPFDGKPICNNKOOCVGTKCNCPFETGCVKXGKV
KUPGEGUUCT[HQTVJGKTQNF/CEVQUVQRYQTMKPIQTHQTVJGPGYK2CFVQ
DGEQOGVJGECTTQVEWTTGPVN[DGKPIEQXGVGFD[CNNJKUQTJGTEQYQTM-
GTUCVVJGFGUKIPCIGPE[
'ZCORNGUCDQWPFHTQORJCTOCEGWVKECN
companies in Africa to the irregularities in the humanitarian aid 
RTQXKFGFD[VJG70FWTKPIVJG+TCSDNQEMCFG/QPUCPVQoUUJCFQY[
DWUKPGUUGUQTVJGFQFI[IQKPIQPUKPVJGRTQFWEVKQPQHVCPVCNWO
Here, it is important to bear in mind that this is not a conspiracy 
D[CDWPEJQHGXKNDWVENGXGTDWUKPGUUOGPQTFTWPMGPRQNKVKEKCPUt
JQYGXGTEQOHQTVKPIVJGKFGCOKIJVDGtYGCTGTCVJGTFGUETKDKPIC
production system, an organisational form that functions at a global 
scale, to put it that way, along the line of least resistance or need 

PQVKPVJGOGVCRJ[UKECNUGPUGDWVTCVJGTKPVJGEQPFKVKQPCNNQIKECN
OCVJGOCVKECNUGPUGQH 6JGETGCVKXGENCUUECPQPN[GZKUVKPCU
much as somewhere there are miners who extract the coltan that 
OCMGUVJGKTEQORWVGTUYQTM6JGOKTCEWNQWU'WTQRGCPTGXKXCNYCU
QPN[RQUUKDNGDGECWUGVJGTGYCUC/CTUJCNN2NCP$KQHWGNUCTGCNN
XGT[YGNNQPN[VJCVEQTPECPHWPEVKQPDQVJCUHWGNHQTCECTCPFHQTC
UVCTXKPIPCVKXGKPUWD#OGTKEC$WVUWD#OGTKECKUCNQPIYC[CYC[ 
inter-/multi-/cross-/trans- or the miracle of combinatory in a 
phlogiston economy that, like bacteria, reproduces itself by bina-
T[ƂUUKQP5QOGVKOGUCVURGEKƂENQECVKQPCNNGXGNU 
KPKPEWDCVQTU
CPFGNKVGWPKXGTUKVKGUIGPGVKEOCVGTKCNIGVUGZEJCPIGFCPFVJG 
RQUUKDKNKV[QHETGCVKPIPGYURGEKGUCTKUGU+PFKXKFWCNUCPFRQRWNC-
CDQPGVJTQWIJVJGPQUGQTCUJTWPMGPJGCFDWVRQKPVGFKPUVGCF
VQCUJCTGFWTIGPE[YJGTG'WTQRGoUCYCMGPKPIVQVJGETKUKUEQWNF
perhaps be signalling a propitious time in which to talk from a 
place that was not that of otherness.
COMMON PLACES
+PQTFGTVQCFXCPEGCPCPUYGTVQVJGSWGUVKQPURQUGFD[VJGQTICPKU-
GTU+HGNVVJCVYTKVKPICDQWVUQOGCTVKUVKERTQLGEVUVJCVJCXGTGEGPVN[
VCMGPRNCEGKP
QTHTQO/GZKEQEQWNFDGCIQQFstrategy. These are 
projects that somehow manage to link the question of education 
YKVJKPVGTOWNVKETQUUVTCPUVJKPMKPIXKCRQNKVKEUCPFKPVJGKT
VWTPUGTXGCUGZCORNGUQHOQTGIGPGTCNOQFGNU6JGRTQLGEVU+YKNN
talk about could fall under the dubious category of “political art”. 
9JCVVJG[JCXGKPEQOOQPKUVJCVVCMKPICTVCYC[HTQOCTVVJG[
IWCTCPVGGKVUUWTXKXCND[XKTVWGQHCXQKFKPIKVUFKUEKRNKPCT[FGƂPK-
tion and appealing to its social/educational/historical uses, uses that 
always lie somewhere else. Basically, this is a dispute against icono-
ENCUVUVJGKFQN
VJGDQWTIGQKUHGVKUJQHVJGCTVKUVKEKUUCXGFDGECWUG
it teaches and illustrates the people. This text aims to describe the 
URGEKƂEEJCTCEVGTQHVJGVJGQNQI[FTKXKPIVJKUPGYKEQPQENCUOCPF
the position of its iconodules.
/QTGQXGT+VJQWIJVKVYQWNFDGKPVGTGUVKPIVQVWTPVJKUURGEKƂ-
EKV[QHCTV
CUCICKPUVGXGT[VJKPIKPVGTOWNVKETQUUVTCPUKPVQC
VQRQNQIKECNOGVCRJQT7NVKOCVGN[O[FKHƂEWNV[NCKFKPƂPFKPIC
territorial position and it was precisely this exteriority or interior-
KV[QHVJGVGTTCKP
QHMPQYNGFIGYJCVYGJCFOGVVQFKUEWUU9JKNG
at Montehermoso I used images of political demonstrations, popu-
NCTGXGPVUCPFOGFKCpUECPFCNUqKPQTFGTVQIKXGUQOGEQPVGZVVQ
the models the projects I discuss exemplify, for this text, in this 
QEECUKQPtIKXGPVJCVVJGYTKVVGPYQTFCNNQYUHQTCOQTGFTCYP
QWVTGEGRVKQPt+YKNNUVCTVD[NQQUGN[FGƂPKPIYJCV+VCMGVQDGVJG
common terrain from which I would like to discuss these models. 
+JCXGQHVGPIGPGTCNKUGFYKVJQWVHGGNKPIVJGPGGFVQRTQXGO[CUUGT-
VKQPUCUVJG[CTGUWHƂEKGPVN[FQEWOGPVGFGNUGYJGTG*QYGXGTKV
felt necessary to mention them explicitly, if only in the most general 
manner.
$[VJGOKFVYGPVKGVJEGPVWT[KPVJG'WTQRGCPRQUVYCTRGTK-
QFOCUUCEEGUUVQWPKXGTUKV[GFWECVKQPJCFEQOGVQUVCPFHQTVJG
RTQOKUGQHUQEKCNOQDKNKV[6JKURTQOKUGYCUYKFGN[HWNƂNNGFCV
different times and in some clearly delimited geographical areas. 
0GXGTVJGNGUUKVYCUOQUVN[KPVJCVRNCEGYGJCXGEQOGVQMPQYCU
VJGƂTUVYQTNFYJGTGKVUGHHGEVUYGTGOQTGYKFGURTGCF6JGHWNƂN-
OGPVQHVJKURTQOKUGYCUNKPMGFVQCYGNHCTGUVCVGtYKVJUGNGEVKXG
features of Keynesian economics—that guaranteed for some decades 
CPCTGCQHTGNCVKXGRGCEGKPYJKEJEQPUWORVKQPYCUDQQUVGFD[
CNNQYKPIFGDV
DQVJRWDNKECPFRTKXCVGVQITQYCPFUQEKCNUVCDKNKV[
was guaranteed by a certain distribution of wealth. This distribu-
VKQPYCUCEVKXGN[RTQOQVGFD[UVTQPIEQNQPKCNUVCVGUYJQUGOKNKVCT[
capability guaranteed both those protectionist measures the colo-
nies were denied, and peace within the territorial limits of their 
QYPPCVKQPU
QTITQWRUQHPCVKQPU
+PO[XKGYKVKUKORQTVCPVVQCRRTQCEJCP[FKUEWUUKQPQHVJG
knowledge economy, post-Fordism and immaterial labour on 
VJGQPGJCPFCPFƂPCPEKCNOCTMGVUCPFVJGUJKHVVQYCTFUCVJKTF
UGEVQTGEQPQO[QPVJGQVJGTKPVJGNKIJVQHVJGUGIGQRQNKVKECNFKXK-
sions and the differences they produce in the speed and direction 
QHVJGƃQYUQHECRKVCNRGQRNGUCPFEQOOQFKVKGU6JGSWGUVKQPJGTG
6JGƃKRUKFGQHVJKUJCUVQFQYKVJVJGDNCEM
OCTMGVUEQORNGZƂPCPEKCNCPFOKNKVCT[QRGTC-
VKQPURTGEKUGN[QTICPKUGFCPFGZVTGOGN[RTQƂV-
CDNG/CP[EQOOGPVCVQTUJCXGRQKPVGFQWVVJCV
VJGTKUGQHXKQNGPEGKP/GZKEQJCUCFQRVGFHQTOU

FGECRKVCVKQPUVQTVWTGFMKFPCRRKPIUVJCVCTG
the product of sophisticated military training 

CECUGKPRQKPVYQWNFDGVJGp<GVCUqCpRTKXCVKUGFq 
armed group whose tactics are the product of 
VJGVTCKPKPITGEGKXGFD[UQOGQHKVUOGODGTUKP
VJG51#9*+05'%YJGPVJG[YGTGKPVJGRC[QH
VJG5VCVGCPFPQVQHUQOGpGOQVKQPCNTGCEVKQPq
This is because of some kind of conspiracy, but 
VJGNQIKECNTGUWNVQHEGTVCKPOCTMGVKORGTCVKXGU
combined State policies subordinated to certain 
priorities.
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[QWTRCTGPVUQTQHHDGPGƂVU6JGQRGTCVKQPKURTGVV[UKORNGYGYKNN
UGPFVJG2GTWXKCPUYJQENGCPQWTƃQQTUDCEMVQVJGKTEQWPVTKGU 
CPFYGYKNNWUGNQECNTGUGTXGUUQVJCVVJG[JCXGUQOGVJKPIVQRC[
VJGKTETGFKVECTFFGDVUYKVJ9GYKNNOQFWNCVGVJGƃQYU6JKUKU
the only way.
/QUVQHVJGVJKPIU+JCXGLWUVUCKFCTG+DGNKGXGRTGVV[QDXKQWU

CVNGCUVKPVGTOUQHVJGKTNQIKE+JCXGRTQDCDN[KPVTQFWEGFCHGY
polemical points without articulation that, no doubt, would merit 
HWTVJGTCVVGPVKQP0GXGTVJGNGUUCU+UCKFDGHQTGO[KPVGPVKQPYCU
simply to sketch out the limits of the territory from which I will 
attend to the inter-/multi-/cross-/trans- character of my examples/
models. I shall proceed to examine those. The point I will try to 
make through these examples is that, in them, a inter-/multi-/cross-/
VTCPURQUKVKQP
CUKVYCUHQTOWNCVGFD[UQOGQHKVURKQPGGTUKPVJG
UCPFUKUPQVIGPGTCVGFHTQOVJGKPVTKPUKEFGXGNQROGP-
VCNNQIKEQHUWEJCPFUWEJFKUEKRNKPG
QTQWVQHCEQODKPCVKQPQH
UGXGTCNQPGUCUKPO[DKQNQIKECNOGVCRJQTKPUVGCFKVGOGTIGUQWV
of conjunctural responses to factual situations in which different 
CIGPVUCEVUVTCVGIKECNN[CEEQTFKPIVQVJGKTDGNKGXGUCPFKPVGTGUVU
FKURNCEKPIFKUUGPVVQURJGTGUVJCVKPETGCUGKVURTQFWEVKXKV[1TVQUC[
it another way: the point is not to carry on complaining that capital-
ism is able to appropriate all forms of dissent and subject them to 
KVUHQTOUQHRTQFWEVKQP
VJGEWTCVQT,QTIG4G[PQUQHTQOVJG/WUGQ
7PKXGTUKVCTKQFG#TVG%QPVGORQT½PGQFGNC70#/ECNNUVJKUQRGTC-
VKQPp)PQUVKE/CTZKUOqCPFOWEJNGUUVQDGEQOGCMKPFQHNKDGTVCT-
ian Luddite and start growing radishes in our balconies so we can 
JCXGCPGCTN[ITCXGDGECWUGQHVJGWTCPKWOKPQWTRNCPVRQVU
+JCXGIKXGPVJKUVGZVVJGVKVNGp+P2TCKUGQH/QFGUV[qDGECWUG 
+DGNKGXGVJCVVJGUGHQTOUQHCRRTQRTKCVKQPCTGHCTHTQOO[UVGTKQWU
they operate through a set of displacements that become neces-
UCT[CHVGTFKHHGTGPVHQTOUCPFFGITGGUQHXKQNGPEG6JGKPVGTOWNVK
ETQUUVTCPURQUKVKQPDGEQOGURCTVKEWNCTN[RTQNKƂECUCƂGNFVJCV
allows for strategic displacements across a present that is deemed 
absolute.2 I think that it is in that strategy and in that present where 
CƂGNFQHCEVKQPQRGPUWR
CASE 1
CONCEPTUALISMS AND THE UNIVERSIDAD NACIONAL 
AUTÓNOMA DE MÉXICO (UNAM)
The following is the history of an anachronism. This is not just a 
ECNNVQTGXKUGCEGTVCKPJKUVQT[QHTGEGRVKQP
CNVJQWIJKVKUVJCVCU
YGNNDWVTCVJGTKVRC[UCVVGPVKQPVQJQYCPCTTCVKXGYCUETGCVGFVQ
“recuperate” a group of artists who had not been lost.
9JGP+YCUCUVWFGPVCVVJG0CVKQPCN5EJQQNQH(KPG#TVUCVVJG
70#/KPVJGGCTN[PKPGVKGUVJGEWTTKEWNWOKVHQNNQYGFJCFDGGP
FGUKIPGFKPVJGUGXGPVKGUD[CITQWRQHCTVKUVUYJQYGTGEQPXKPEGF
that geometric abstraction
YKVJKVURTQOKUGQHNKPMKPICTVCPFUEKGPEG
was the future of art. This is the reason why, for example, we had to 
study geometry for two whole years and why the same module that 
VQFC[VGCEJGUUVWFGPVUVQWUG2JQVQUJQRYCUVJGPDQODCUVKECNN[
called cybernetics. #VVJCVVKOG
CPFVQCEGTVCKPGZVGPVVJKUTGOCKPU
VJGECUGVJGTGYGTGPQOQFWNGUKPYJKEJCUVWFGPVEQWNFQHƂEKCNN[
do anything other than painting, sculpture, photography or some 
MKPFQHITCRJKECTVU#P[VJKPIVJCVFKFPQVƂVVJGUGECVGIQTKGUYCU
pCNVGTPCVKXGCTVqCPFUVWFGPVUCXKFN[TGCFHQTGKIPOCIC\KPGU
VJGTG
YCUQHEQWTUGPQ +PVGTPGV NQQMKPI HQTQVJGTOQFGNU VQ HQNNQY
outside that academy that knew it was both sclerotic and autistic.3
VKQPUITQYKPVJKUPGYURGEKƂEKV[CPFGXGPVWCNN[IGVTGEQODKPGF
YKVJQVJGTUIGPGTCVKPIPGYƂGNFUQHGEQPQOKEITQYVJVJCVCNNQY
HQTCPCEEGNGTCVKQPCPFFKXGTUKƂECVKQPQHVJGƃQYUQHECRKVCN6JKU
KUPQVC&GNGW\KCPƂIWTGDWVCJCTFEQTGOGVCRJQTQWVQHVJGQNF
HCUJKQPGFƂIWTGKPCDQYVKGVJCVECTGFHQTVJGTGNKEUQHVJGOWUGWO
a whole population of art theorists, museum specialists, contempo-
rary art curators, art education specialists, experts in art and poli-
VKEUKPJGTKVCIGKPEWNVWTCNOCPCIGOGPVKPEQPUGTXCVKQPKPFKIKVCN
OGFKCEQPUGTXCVKQPKPIGPFGTUVWFKGUKPRQUVEQNQPKCNUVWFKGUCPF
hordes of lecturers in all these disciplines was generated. To start 
with, most of them were graduates from those artistic disciplines 
VJCVLQKPGFVJGWPKXGTUKV[U[UVGOFWTKPIVJGGTCQHOCUUKƂECVKQP
HTQOVJCVKPETGCUGKPVJGRQRWNCVKQPUGXGTCNIGPGVKEXCTKCVKQPUYGTG
DQTP9GEQWNFGXGPHQNNQYVJGUGUVCVKUVKECNXCTKCVKQPUD[FGECFG
KPVJGNCUV[GCTUEGPVTGUQHHGTKPICURGEKCNKUCVKQPKPEWTCVKPIJCXG
TGRTQFWEGFVJGOUGNXGUCVCPCUVQPKUJKPITCVG
+IQDCEMVQVJGDGIKPPKPIQHVJKUUGEVKQP7PVKNXGT[TGEGPVN[
C
IGPGTCVKQPCIQKPVJGƂTUVYQTNFCPFVQVJKUFC[KPOQUVQHVJGVJKTF
YQTNFCWPKXGTUKV[GFWECVKQPYCUUGGPCUCIWCTCPVGGQHUQEKCN
OQDKNKV[
#TQWPFC.QPFQPWPKXGTUKV[RTQWFN[CFXGTVKUGFKVU
UGTXKEGUQPVJGWPFGTITQWPFYKVJCPCUVQWPFKPITJGVQTKECNSWGU-
VKQPp9JCVFQ[QWYCPVVQDG!qVJGCPUYGTKVRTQXKFGFtVCTIGVKPIC
EQPUWOGTITQWRYKVJUGTKQWUUGNHGUVGGOKUUWGUtYCUp'ORNQ[GFq
+PUWEJCOQFGNWPKXGTUKV[GFWECVKQPYCUFGUVKPGFVQIWCTCPVGGVJG
KPFKXKFWCNCDGVVGTLQDQTtKPQVJGTYQTFUtCLQDVJCVYCUDGVVGT
paid and yet less arduous and to which he or she would gain access 
VJTQWIJCJKIJGTNGXGNQHURGEKCNKUCVKQP(QTVJG5VCVGCPFHQTUQEK-
GV[KPIGPGTCNKVQHHGTGFRQNKVKECNUVCDKNKV[JKIJNGXGNUQHKPVGTPCN
EQPUWORVKQP
CpJGCNVJ[qGEQPQO[CPFITQYVJKPVJGMPQYNGFIG
GEQPQO[
VJGRQUUKDKNKV[QHRCVGPVKPIU[ODQNKECPFVGEJPQNQIKECN
IQQFUCPFNGVVKPIQVJGTUFQVJGFKTV[YQTMETGCVKPIVJGKNNWUKQP
that wealth was literally created out of nothing. In this sense, the 
GHHGEVKXGPGUUQHCWPKXGTUKV[GFWECVKQPDGECOGUQOGVJKPIENGCTN[
OGCUWTCDNG
D[PWODGTQHITCFWCVGUVWFGPVUD[JQYOCP[QHVJGO
entered into employment, how much money businesses were will-
KPIVQKPXGUVKPVJGKTpSWCNKV[qTGUGCTEJRTQITCOOGUQTGXGPJQY
OWEJIQXGTPOGPVUYGTGYKNNKPIVQKPXGUVKPVJGOCEEQTFKPIVQ
VJGUGUCOGRGTHQTOCPEGKPFKECVQTU
But suddenly we realised that the number of curators we need 
KU TGCNN[ TCVJGT NKOKVGF GXGP KH GXGT[ VQYP CPF GXGT[ XKNNCIG
DWKNFUKVUQYP/WUGWOQH%QPVGORQTCT[#TV$WVVJG7PKXGTUKV[
does not mind, it measures its “success” according to the number 
QHUVWFGPVUTGIKUVGTGFRGTEQWTUG 
KVQPN[OKPFUKPVJGUGPUGKP
YJKEJVJQUGYJQOCMGCPCOGHQTVJGOUGNXGUCTGpIQQFRWDNKEKV[q 
VJKUKUVJGRGTXGTUGKFGCVJCVVJGOQUVUWEEGUUHWNFGITGGUCTGVJQUG
who produce the best-placed students and idea that makes some 
colleges consider networking an essential part of their curriculum. 
+PVJGECUGQHEWTCVKPI$CTF%QNNGIGYQWNFDGCECUGKPRQKPV
1PVJGQVJGTJCPFKHYGNQQMGFCVURGEKƂERQRWNCVKQPUYGTGCN-
ised that as people turned to education rather than reproduction, 
a whole generation of elderly people has appeared who needs to be 
maintained, but there are not enough young people in employment 

CVVJGUCOGVKOGRGPUKQPRNCPUCTGDGKPIFKUOCPVNGFQTRTKXC-
VKUGF6JGOCUUQHVJGWPGORNQ[GFYKVJVJGKTETGFKVECTFUCPF
VJGKTUWDRTKOGOQTVICIGUCTGPQVIQKPIVQFQKV9JCVKUVQDG
done? The internal market needs to be protected and you can kiss 
IQQFD[GVQVJGKFGCQHURGPFKPIUGXGP[GCTUCVWPKXGTUKV[NKXKPIQHH 
2. This present, which is presumed absolute, 
VCMGUOCP[HQTOUHTQOpVJGGPFQHJKUVQT[
CPF
KFGQNQIKGUqVQOWUGWOUQHEQPVGORQTCT[CTVQT
thesis such as François Hartog’s “presentism”.
3. This situation was due, in part, to the fact 
VJCV
RTGEKUGN[DGECWUGQHVJGGXGPVUQH
VJG'0#2YCUTGNQECVGFVQVJGQWVUMKTVUQHVJG
city, and in part to the contractual and recruit-
OGPVRQNKEKGUQHVJG7PKXGTUKV[#ECUGKPRQKPV
would be the bi-lateral agreement signed 
DGVYGGPVJG'UEWGNC0CEKQPCNFG#TVGU2N½UVKECU
CPFVJG(CEWNV[QH(KPG#TVUCVVJG7PKXGTUKFCF
2QNKVÅEPKECFG8CNGPEKC
5RCKP)KXGPVJCVVJG
former was obsessed with becoming part of the 
7PKXGTUKV[KPQTFGTVQTGEGKXGOQTGHWPFKPIKV
CITGGFHQTVJGNCVVGTVQXCNKFCVGKVUFGITGGUVQVJG
GZVGPVVJCVOQUVQHVJGHWNNVKOGUVCHHCVVJG'0#2
DGECOGNQPIFKUVCPEG2J&UVWFGPVUCVVJG728 
9QTTKGFCDQWVTCPMKPIUCPFQVJGTSWCPVKVCVKXG
OGCUWTGUQHpGHƂEKGPE[qVJG'0#2RWVCITGCV
deal of effort trying to become accredited under 
KPVGTPCVKQPCNGXCNWCVKQPUVCPFCTFU6JKUJCU
not altered in the least what de facto happens 
CVVJG'0#2'FWECVKQPCNN[KVTGOCKPUGZCEVN[
the same, it maintains the same curriculum, 
KVJCUUKORN[ VTCPUHQTOGF KVUCFOKPKUVTCVKXG
systems.
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+JCXGUCKFVJCVO[KFGCKUHQTVJGUGGZCORNGUVQTGHGTVQYKFGT
OQFGNU6JGOQFGNQHYJKEJVJKUPCTTCVKXGKUCPGZCORNGKUCP
effect of the inter-/multi-/cross-/trans- position. The intention of the 
group behind the Discrepancias exhibition—and this might be quite 
commendable—was to consistently criticise those ideas that had 
HQWPFGFVJG/GZKECPPCVKQPUVCVGKPVJGRQUVTGXQNWVKQPCT[GTCCPF
IKXGPVJCVVJKUYCUCITQWRQHRGQRNGYJQYQTMGFKPCTVJKUVQT[t 
CPFKPRCTVKEWNCTVJGETGCVKQPQHCUGTKGUQHKEQPUVJCVUGTXGFVQ
JQOQNQIKUGCPKOCIKPCT[ƂVHQTCPGZENWUKXGCPFVQVCNKVCTKCP0CVKQP

CKFGFD[CUVCVGCNNKGFVQCUVTQPIQNKICTEJ[#NNXGT[YGNNWRVQVJCV
RQKPVYGCTGKPVJGFQOCKPQHVJGSWGUVKQPUVJCVYGTGƂTUVRQUGF
by the inter-/multi-/cross-/trans- position. The problem lies in the 
TGUWNVKPICPUYGTU)KXGPVJCVVJGPGYPCTTCVKXGYCUGUVCDNKUJGFD[
stating a dissent, they did not think it necessary to enunciate their 
own interests, their own strategic position-taking, perhaps assum-
ing that this silence would render them non-existent.
+VUCPCEJTQPKUO
CVGTTKVQTKCNFKURNCEGOGPVCPFSWGUVKQPKPI
DWKNVQPCOQFGNFGTKXGFHTQOKPVGTOWNVKETQUUVTCPURQUKVKQPU

VJGpRQUVEQNQPKCNqETKVKSWGQHCJKUVQT[DCUGFQPVJGOQFGNQHVJG
0CVKQP5VCVGKUYJCVCNNQYUHQTVJKUOQXGOGPV*GTGYGƂPFVJG
ƂTUVSWGUVKQPHQTVJKUECUGVQYJCVGZVGPVFQGUVJKUKPVGTOWNVK
cross-/trans- position work as a smoke-screen with which to hide 
both displacements and complicities?
CASE 2
WHAT ELSE COULD WE TALK ABOUT?
+ JCXG CNTGCF[ UCKF VJCV EQPVGORQTCT[ 
RQUVEQPEGRVWCN .CVKP
American art—in its historical construction—became interna-
VKQPCNKUGFXKCRQNKVKEU+PVJGECUGQH/GZKEQVJKUVQQMRNCEGKPVJG
YCMGQHVJGTGNCVKXGOCTMGVUWEEGUUQHVJGƂTUVIGPGTCVKQPQHCTVKUVU
YJQOCPCIGFVQICKPCPKPVGTPCVKQPCNRTQƂNGFWTKPIVJGPKPGVKGU
the strong era of globalisation.5 But, if we go beyond the effects of 
military dictatorships in the Southern cone and the dissent with 
“Mexicanism” during the party dictatorship in Mexico, what did 
that political character consist of? And more to the point, how was 
it being constructed in the present?
+PtCPFHQTVJGUGEQPFVKOGGXGTCHVGTCNCRUGQHQXGTƂHV[
years—Mexico took part in the Venice Biennale. On that occasion 
the artist chosen to represent the country was Teresa Margolles, 
EWTCVGF D[ %WCWJVÅOQE/GFKPC 6JKU GXGPV VQQM RNCEG C [GCT
DGHQTGVJGEGNGDTCVKQPUQHVJG%GPVGPCT[QHVJG4GXQNWVKQPCPFVJG
Bicentenary of Mexican Independence and at a time when the rise in 
XKQNGPEGKPVJGEQWPVT[YCUpLGQRCTFKUKPIqKVUKPVGTPCVKQPCNKOCIG
9JGP/CTIQNNGUYCUEJQUGPCUC TGRTGUGPVCVKXGQH VJG0CVKQP
VJGRTGUKFGPVXQKEGFKVUFKUCRRTQXCN0GXGTVJGNGUU VJG+PUVKVWVQ 
0CEKQPCN FG $GNNCU #TVGU UWRRQTVGF VJG GZJKDKVKQP CPF KVYCU
RTGUGPVGFCUCPCVKQPCNTGRTGUGPVCVKQP
VJCVKUVQUC[CUC5VCVG
GZJKDKVKQP
Despite the rhetoric used by the curator in the exhibition cata-
NQIWGYJGTGJGVCNMUCDQWVCp9CTCICKPUVFTWIUKPVJGEQWPVT[q
VJGTQNGRNC[GFD[VJGXKEVKOUCPFVJGEQPFKVKQPQHCYCTCICKPUV
FTWIVTCHƂEMKPICUCYC[QHRGTRGVWCVKPIVJGEQPFKVKQPUQHNKHG
WPFGTCYKNFECRKVCNKUOGVE+DGNKGXGKVKUKORQTVCPVVQNQECVGVJG
KPVGTOWNVKETQUUVTCPUOQXGOGPVUVJCVRTQXKFGKVUEQPVGZVGURGEKCN-
N[DGECWUGVJGXGT[OCMGWRQHVJGYQTMFGRGPFUQPVJGKOCIKPCT-
KGUCUUQEKCVGFVQVJGPCTTCVKXGUNKPMGFVQ0CVKQP5VCVG6 The problem 
here is not that eclectic mix of authors and systems of thought so 
#NOQUV VYGPV[ [GCTU NCVGT KP  VJG/WUGQ7PKXGTUKVCTKQ
FG#TVG%QPVGORQT½PGQQRGPGFCV70#/+VYCUVJGƂTUVRWDNKE
museum in Mexico that —starting off from a preexisting collec-
VKQP
VJCVQHVJG/WUGQ7PKXGTUKVCTKQFG%KGPEKCU[#TVGU/7%#t 
was meant to carry out a programme of acquisitions aimed at 
QHHGTKPI C CPVJQNQIKECN CPF KPENWUKXG XKUKQP QH pEQPVGORQTCT[
/GZKECPCTVq 
CNVJQWIJD[VJGPOCP[OWUGWOUYGTGUJQYKPI
YJCVKPRTGXKQWUFGECFGUKPUVKVWVKQPUJCFECNNGFexperimental or 
alternativeCTV
The acquisition of this collection was preceded by a show whose 
TGNGXCPEGNKGUPQVQPN[KPVJGHCEVVJCVQPGQHKVUEWTCVQTUYCUC
member of the acquisitions committee, but rather on the fact that 
KVFGENCTGFKVUGNHVQDGVJGƂTUVJKUVQTKECNCPVJQNQIKECNUJQYVJCV
QHHGTGFCEQJGTGPVXKGYQHVJGJKUVQT[QH/GZKECPCTVKPVJGNCUV
VJKTV[[GCTU
CPCTVVJCVKPVJGJKUVQTKECNUGPUGYCUUVKNNƂIJVKPI
CICKPUVVJGPCTTCVKXGUQH/WTCNKUOQTGXGPYQTUGCICKPUVVJGGZQVK-
EKUKPIUWEEGUUQHUQOGQHKVUGRKIQPGUVJCVKUVQUC[(TKFC-CJNQ 
In the words of its curators:
9GCTGVCNMKPICDQWVVJGUCOGWPKXGTUKV[VJCVQPVJGQPGJCPFJCF
EQPUEKQWUN[CPFVJTQWIJCFOKPKUVTCVKXGOGCPUUCEMGFCP[VGCEJGT
YJQYQWNFJCXGDGGPCDNGVQTGRQTVQPVJQUGpNQUVqVJKTV[[GCTUCPF
on the other hand, had promoted the creation of a canon that glori-
ƂGFRTGEKUGN[VJQUGYJQJCFDGGPUCEMGF$QVJUKFGUEQWNFVJGP
ENCKOFKUUGPVCUVJGKTQYP
YKVJVJGDGPGƂVUVJKUKORNKGU
9JKNGVJGITQWRVJCVTGOCKPGFCVVJG5EJQQNQH#TVUCVVGPFGF
to their small interests and built its trenches through the control 
QHC NQECNKUGFDWTGCWETCVKECFOKPKUVTCVKXGCRRCTCVWUGU CHƂTO-
ing its independence from the markets and the heights of the 
“international contemporary art world”; the standard of the other 
gang was legitimised by a much more complex network of inter-
ests that passed through the late “recuperation”, at an internation-
CNNGXGNQHVJGCTVKUVKEOQXGOGPVUQHVJGUKP.CVKP#OGTKEC
One way or another, whether it was neo-concretism in Brasil or 
#TIGPVKPGCPEQPEGRVWCNKUOUVJGTGEGRVKQPQHVJGUGOQXGOGPVU
became acceptable once they managed to establish their difference 

VJGKTHQTOQHUWDCNVGTPKV[HTQOVJGp9GUVGTP7PKXGTUCNqECPQPKP
VJGHQTOQHCRQNKVKECNTGURQPUGVQVJGGXGPVUQHVJCVRGTKQF
1XGTNQQMKPICITGCVFGCNQHRCTVKEWNCTKVKGUCPFEQORNGZKVKGUUWEJ
CUVJGTGCUQPUDGJKPFVJCVVJKTV[[GCTpQDNKXKQPqVJKUMKPFQHTGEW-
RGTCVKQPJCFCFQWDNGCFXCPVCIGQPVJGQPGJCPFKVFKUVKPIWKUJGF
VJQUGOQXGOGPVUCURTQHQWPFN[RQNKVKEKUGFCPFVJGTGHQTGRCTVKEW-
lar; while, on the other hand, it guaranteed for Latin American 
CTVCMKPFQHFGXGNQROGPVVJCVYCUJQOQNQIQWUVQVJGFQOKPCPV
PCTTCVKXGUQHYJCVJCFVCMGPRNCEGKPQVJGTNCVKVWFGU
DCUKECNN[KP
VJG9GUVQTTCVJGTKPVJGOQUVRQYGTHWNEQWPVTKGUYKVJKPVJG'7
CPFKPVJG75#
5. In this sense it is worth remembering that 
during the early 2000s, the group of artists that 
ITCXKVCVGFCTQWPF)CDTKGN1TQ\EQ
CpTGNCVKQPCNq
CTVKUVCPFVJG-WTKOCP\WVVQICNNGT[CRRGCNGF
to Brasilian neo-concretism as a source of 
historical legitimacy.
6. It is worth mentioning that, in the catalogue 
HQT VJG UJQY KP CP KPVGTXKGYYKVJ 6CK[CPC
2KOGPVGN VJGEWTCVQTCVVGORVUVQ LWUVKH[VJG
EQPVTCFKEVKQP+RQKPVGFCVCDQXG
DWVUQOGYJGTG
GNUGCPFHQTFKHHGTGPVTGCUQPU
62
e9JCVUGPUGYQWNFKVOCMGVQFC[VQ
generate a national representation for some-
one who has been notably critical of any 
kind of construction of national identity?
%/$GECWUG+FQPoVVJKPM+oXGGXGTCXQKFGF
VJGVJGOGDWVTCVJGT +JCXGOCPCIGFVQ
EQOGWRYKVJCRTQDNGOCVKEKPVGTXGPVKQP+P
part that comes with the understanding that 
operating within global culture requires 
being equally uncomfortable with cosmo-
politan positions as you are by national ones. 
Acting within a space like that of national 
representation implies assuming that there’s 
PQRNCEGVJCVEQWNFRTQXKFGCTGHWIGHTQOVJG
problem of representation, since the culture 
of the State exists and continues to be one 
QHVJGFKHHWUKQPDCUGUHQTXKUWCNEWNVWTGKP
the world. The nation state is still one of 
modernity’s principal mechanisms in terms 
of subject-production and in the production 
of power itself.
p%QPXGTUCVKQP DGVYGGP 6CK[CPC 2KOGPVGN
Teresa Margolles and Cuauhtémoc Medina” 
in W hat else could we talk about?, Mexico: 
4/'FKVQTGURR
&GDTQKUG1NKXKGTCPF%WCWJVÅOQE/GFKPC
p)GPGCNQIÉCFGWPC'ZRQUKEKÏPq KPLa era de 
la discrepancia, arte y cultura visual en México 
/GZKEQ70#/R
#UYCUTGXGCNGFD[VJGCPCEJTQPKUOQHVJGCTVKUVKETGRTGUGPVCVKQP
that accompanied the show Mexico: Esplendores de 30 Siglos [Mexico: 
5RNGPFQWTUQHEGPVWTKGU?QTICPKUGFD[VJG%QPUGLQ0CEKQPCNRCTCNC
%WNVWTC[NCU#TVGU
%0%#CVVJG/GVTQRQNKVCP/WUGWOKPtUVWEM
KPVJGECPQPVJCV(GTPCPFQ)CODQCJCFETGCVGFKPVJGƂHVKGUVJGTG
YCUCRCTCNNGNDGVYGGPVJGKOCIGGZRQTVGFD[VJG/GZKECPIQXGTPOGPV
and the prejudices of those mainstream critics who showed an interest 
in some younger artists: the chronological border set at the time of pre-
war Mexicanism and the disregard for anything produced after 1960. 
The recent past was marginalised in the history to such a degree that 
KVUGGOGFPGXGTVQJCXGQEEWTTGF4
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frequently encountered in art theoretical texts, the point is rather 
JQY VJCVOKZVWTG UGTXGU VQ EQXGTQXGTCPGNKUKQP KVJKFGU VJG
fact that nowhere does it articulate a de factoUKVWCVKQP
VJGYQTM 
VTCXGNNGFVQ8GPKEGCUCTGRTGUGPVCVKXGQH/GZKEQVJGECVCNQIWGYCU
RWDNKUJGFRWDNKECPFRTKXCVGKPUVKVWVKQPUHWPFGFVJGGZJKDKVKQP
with its interpretation.
The exhibition included a series of jewels made from the frag-
ments of the broken windows of cars that had been shot at, some 
bloodied blankets on which “narco-messages” had been embroi-
dered in golden thread,7 some material with blood and mud stains 

VCMGPHTQOVJGUEGPGUQHXKQNGPVFGCVJUCPFCRGTHQTOCPEGVJCV
EQPUKUVGFKPOQRRKPIVJGƃQQTGXGT[UQQHVGPYKVJpFGCVJYCVGTq

YCVGTOKZGFYKVJVJG NGHVQXGTƃWKFU HTQOENGCPKPIEQTRUGUCV
VJGOQTIWGQTEQNNGEVGFHTQOVJGUEGPGUQHXKQNGPVETKOGU6JGTG
was also an earlier work by the artist “card to snort cocaine with” 

CUGTKGUQHECTFUYKVJRTKPVGFKOCIGUQHEQTRUGU
The show was called—presumably challenging those national 
authorities who had been made uncomfortable by the idea of 
XKQNGPEGDGEQOKPIC/GZKECPGZRQTVtWhat Else Could we Talk About? 
Here, the question would be, what did this show “talk about”? How 
did it talk about it? In the catalogue text the curator and some of 
his collaborators paint a Gothic picture of Mexico. They talk about 
the scandal of relentless deaths and of the way these are broadcast 

CVVJCVRQKPVKPVKOGXKQNGPEGJCFPQVDGEQOGUQPQTOCNKUGFVJCV
war tactics were included in the curriculum for primary educa-
VKQPNKMGVJG[CTGPQY*GFTGUUGUCNNVJKUYKVJUGXGTCNVJGQTGVKECN
TGHGTGPEGUtCOKZVWTGQH/CTZ$CVCKNNGCPFVJGpCDLGEVq*QYGXGT
what I am interested in is what this text omits and, particularly, 
VJGYC[KPYJKEJVJGQXGTNCRDGVYGGPVJGCTVKUVKECPFVJGRQNKVKECN 

KPVJGIGQUVTCVGIKEVGTOU+TGHGTTGFVQKPO[KPVTQFWEVKQPKURQUGF
I ought to point out that I am not aiming to perform “art criticism”, 
I am not interested in discussing Margolles’ work, instead I would 
like to pay some attention to the way the work’s circulation was 
instrumentalised as a production apparatus in relation to a certain 
pre-existing discourse.
The curatorial text says:
 
9JCV+ƂPFUVTKMKPIJGTGCTGVJGDKISWQVCVKQPOCTMUVJCVUJQWNFDG
bracketing the terms “non-production” and “non-consumption”.
A cursory glance at this text would already tell us that the State 
JCUKPXGUVGFKPVJKUGPVGTRTKUGVJGCTVKUVoUFGCNGTJCUURQPUQTGF
VJGUJQYCPFRNCPGVKEMGVUUVKRGPFUCPFJQVGNUJCXGDGGPRCKF
/QTGQXGTVJGEWTCVQTJCUQDXKQWUN[TGEGKXGFCUCNCT[VJGECVC-
NQIWG+COSWQVKPIHTQOJCUDGGPRTQFWEGF
CPFKVURTQFWEGTU
JCXGWPFQWDVGFN[DGGPRCKFHQTKV#PFQWVQHVJKUECVCNQIWG+JCXG
produced a quotation, which, should it to be assessed within an 
CECFGOKEGXCNWCVKQPU[UVGOEQWNFDQQUVO[RTQFWEVKXKV[DQPWU
a quotation within a text that has already helped me pay the rent. 
/QTGQXGTKVJCUIGPGTCVGFCRQUKVKQPKPIVJCVKPKVUVWTPKUCDNG
VQETGCVGPGYRTQFWEVKXKVKGUVJGOQUVQDXKQWUQHYJKEJKUVJGHCEV
VJCVVCMKPIRCTVKPVJKUMKPFQHGZJKDKVKQPUECPDQQUVVJGXCNWGQH
an artist’s work.
I want to call attention to this mechanism precisely because it 
EQPUVKVWVGUCRTQFWEVKXGHQTO
COQFGN1PVJGQPGJCPFVJGTGKU
VJGpKOOCPGPVFGXGNQROGPVQHVJGFGXKEGUVJTQWIJYJKEJEQPVGO-
RQTCT[CTVKUVUNC[ENCKOVQCƂGNFQHRTCEVKEGqVJCVKUVQUC[CUV[NG
that, according to the author, is the locus of artistic autonomy.9 
The dichotomy posed by this immanence is not new and, in fact, 
examined under this light it seems quite clunky: formally, in as 
OWEJCU KV KUEKTEWOUETKDGFD[ VJG KPFKXKFWCNYKNNQHYJQGXGT
produces it, the work is autonomous, but not its “contents” or those 
“social fragments or episodes which it absorbs and adapts” accord-
ing to some dubious degree zero of representation.
In closing with the question “what else could we talk about?” 
what is excluded is the articulation of what we are actually talking 
about. A sheet soaked in blood could be an allegory of child birth 
QTOQTGUKORN[CDTQYPECPXCUVJGHCEVUVJCVDWKNFWRVQVJG
RCTVKEWNCTKV[QHVJKUFKUEQWTUG
FGURKVGDGKPICPGUUGPVKCNRCTVQHVJG
work quaYQTMCTGGZVGTPCNCPFCRRGCTFGURKVGVJGKTEQORNGZKV[
as facts—as just another instance of that “imminent unfolding”. 
6JGTKUGKPXKQNGPEGKP/GZKEQCPFKVUOGFKCTGRTGUGPVCVKQPVJG
HCEVVJCVVJKUXKQNGPEGYCUVTKIIGTGFD[VJGpYCTCICKPUVFTWI
VTCHƂEMKPIqVJGHCEVVJCVVJGEQPFKVKQPUHQTFTWIVTCHƂEMKPICPF
for the warring factions are those of a wild capitalism, all that is 
INQUUGFQXGTCUCPGZETGUEGPEGCPF[GVKVKURQUGFCUVJGEQTGQH
VJGCTIWOGPV+VKUCTQWPFVJKUVJCVVJGETKVKECN
KPVGTOWNVKETQUU
VTCPUFKUEQWTUGKUEQPUVTWEVGF
+PVJKUUGPUGVJGYQTMKUKPFGGFYKVJFTCYPHTQORTQFWEVKXKV[KV
“has nothing to show”. This strategic withdrawal operates through 
a deixisVJCVJKFGUCEQPUVTWEVKQP
QTTCVJGTUGXGTCNEQPUVTWEVKQPU10 
and exterior that it is simply pointed to and hence remains there 
CUUQOGVJKPIUQNKFWPFGPKCDNG6JGFKUEQWTUGOQXGUQPDWVVJG
QDLGEVCRRGCTUCUCIKXGPRTGEKUGN[DGECWUGtKPVJGHCEGQHVJG
crisis of modernity—enouncing the territory from which one sets 
off is not possible, it makes no sense.
It is worth noting that the author of the catalogue text has not 
TGCNKUGFVJCVJKUCEEQWPVRTQXKFGUCPCEEWTCVGFGUETKRVKQPQHEKTEW-
NCVKQPCUCOQFGQHRTQFWEVKQP
CPFJGTGYGYQWNFFQYGNNVQ
remember some of the points raised by Marina Vishmidt in this 
XQNWOG9GCTGVCNMKPICDQWVCUGVWRKPYJKEJpCGUVJGVKEQRGTC-
VKQPUJCXGUJGFVJGKTKPGTVQTKFGCNEQPFKVKQPCUPQPVJKPIUCPF
VJGKOCIGVJG[QHHGTQHnTGCNKV[oECPPGXGTPQYDGUVCDKNK\GFCU
a piece of conscious data” as a result of “the friction … between 
the social fragments or episodes which [the artwork/commodity] 
CDUQTDUCPFCFCRVUCPFKVUƂPCNKV[=EKTEWNCVKQP?YJKEJKUVQRCTCUKVG
QPQTKPVGTXGPGKPURCEGUUQEKCNEKTEWKVUEQNNGEVKXGCHHGEVUCPF
public discourses”.
1PN[D[OGCPUQHCPKOOCPGPVFGXGNQROGPVQHVJGFGXKEGUVJTQWIJ
YJKEJEQPVGORQTCT[CTVKUVUNC[ENCKOVQCƂGNFQHRTCEVKEGECPCRCT-
VKEWNCTNGXGNQHCTVKUVKECWVQPQO[EQPVKPWGVQQDVCKPKPEQPVGORQTCT[
CTV6JKUKUVTWGGXGP
QTRGTJCRUGURGEKCNN[YJGPVJGEJKGHOGFKWO
QHRQGVKERTQFWEVKQPTGNKGUQPCEQODKPCVKQPQHECRVWTGCPFKPVGTXGP-
tion of reality. More precisely, the friction set up by the contemporary 
artwork between the social fragments or episodes which it absorbs 
CPFCFCRVUCPFKVUƂPCNKV[YJKEJKUVQRCTCUKVGQPQTKPVGTXGPGKP
URCEGUUQEKCNEKTEWKVUEQNNGEVKXGCHHGEVUCPFRWDNKEFKUEQWTUGUPGIQVK-
ates a role which is anything but to represent: because the aesthetic 
QRGTCVKQPUJCXGUJGFVJGKTKPGTVQTKFGCNEQPFKVKQPCUPQPVJKPIUCPF
VJGKOCIGVJG[QHHGTQHpTGCNKV[qECPPGXGTPQYDGUVCDKNK\GFCUC
piece of conscious data. In all the confusion between criticism and 
CHƂTOCVKQPVJKUPQPRTQFWEVKQPPQPEQPUWORVKQPJCUPQVJKPIVQ
display: its goal is to perturb epistemologies and practices. This is a 
RQNKVKECNWPFGTVCMKPIVQVJGGZVGPVVJCVKVTGHWUGUVQJCXGCP[VTWEM
YKVJVJGCOC\KPIGHƂEKGPE[QHVJGCTVYQTNFCVITKPFKPIEQPEGTPYKVJ
history down into a curatorial pabulum. Here at least is an operation 
VJCVTGHWUGUVQQVJCPFPCKNVQQHHGTWRCXKQNGPEGVCOGF8
9. By style I mean a set of formal features that 
establish an identity, the idea that these carry 
QWVQTFKURNC[CPpKOOCPGPVFGXGNQROGPVq
9GƂPFVJKUUCOGQRGTCVKQPKPUWEJFKHHGTGPV
EQPVGZVUCUpRGTHQTOCVKXKV[qCPFpTGCF[OCFGq 
CPF UQOGOCPCIGOGPVRTCEVKEGU 
pGORNQ[GG
QH VJGOQPVJqCEEQWPVpGZGEWVKXGqQTGXGP
KPVJGKFGCQHEQTRQTCVGTGURQPUKDKNKV[
VJGNCEM
QHNGICNN[TGURQPUKDNGKPFKXKFWCNUVJCVFGTKXGU
HTQOVJGKFGCVJCVVJGCEVKPIƂIWTGKUPQVCP
KPFKXKFWCNDWVCEQTRQTCVKQP*QYGXGTFGXGN-
oping this insight would fall well beyond the 
scope of this essay.
7. Messages that criminal gangs send to other 
gangs and that are often found next to muti-
NCVGFQTJCPIKPIFGCFDQFKGU
VJGTGKUKPFTWI
VTCHƂEMKPICMKPFQHUGOCPVKEUQHDQFKGU
8. Cuauhtémoc Medina, “Material Spectrality”, 
in What else could we talk about?, trans. Michael 
2CTMGT CPF .QTPC 5EQVV(QZ /GZKEQ 4/
'FKVQTGUR
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CASE 3
EL JARDÍN DE ACADEMUS
A year after the exhibition by Teresa Margolles at the Venice 
$KGPPCNGVJG/7#%
VJGKPUVKVWVKQP+OGPVKQPGFKPO[ƂTUVGZCO-
RNGHQTYJKEJ%WCWJVÅOQE/GFKPCKUCPCFXKUGTQTICPKUGFVJG
exhibition El Jardin de Academus [Academus’ garden].
6JGTGCTGUGXGTCNTGCUQPUYJ[+JCXGEJQUGPEl Jardín de Academus 
CUO[NCUVGZCORNGOQFGN(KTUVQHCNNKVRQUGUCPQVJGTXGTUKQPQH
VJGRQNKVKECNDWVVJKUVKOGKVUUVCPEGKUQPGQHRQUKVKXKV[
KVRTQRQUGU 
pUQNWVKQPUq CPFRWVU VJGO VQ VJG VGUV UGEQPFN[DGECWUGtCUC
OQFGNtKVGZRNKEKVN[RTQRQUGUCFKXGTUKV[QHFKUEKRNKPGUCPFMPQYN-
edges as a starting point, and thirdly because it has some features 
VJCVJCXGPQVGZRNKEKVN[CRRGCTGFKPVJGRTGXKQWUGZCORNGU$GHQTG
FGUETKDKPIVJGUJQY+YQWNFNKMGVQIKXGCDKVQHEQPVGZVCDQWVVJG
EKTEWOUVCPEGUVJCVNGFVQKVVCMKPIRNCEG9JKNGVJKUKUPQVVJGQEEC-
sion to offer an extended account of them, those who are interested 
KPVJGTGEGPVJKUVQT[QH/GZKECPCTV
CVCPKPUVKVWVKQPCNNGXGNOKIJV
ƂPFKVKNNWOKPCVKPI6JGEKTEWOUVCPEGUVJCVNGFVQVJG/7#%JQNF-
ing this exhibition are directly related to what I described in my 
ƂTUVECUGUVWF[+HVJG'0#2
VJGGFWECVKQPCNGUVCDNKUJOGPVJCF
U[UVGOCVKECNN[TGLGEVGFCNNVJGCTVYQTMU
CPFCTVKUVUKVUWDUGSWGPVN[ 
pTGEQXGTGFqYKVJVJGGZJKDKVKQPLa era de la discrepancia, at the same 
VKOGVJG/7#%FKFPQVJCXGCP[FKTGEVNKPMUYKVJVJG'0#2QVJGT
VJCPVJQUGFGVGTOKPGFD[VJGIQXGTPKPIDQFKGUQHVJG7PKXGTUKV[
&GURKVG KV DGKPI C 7PKXGTUKV[ OWUGWO VJKU 
KPVGTPCVKQPCN
%QPVGORQTCT[#TVOWUGWO
PCVWTCNN[KIPQTGFVJGYQTMRTQFWEGF
D[VJG7PKXGTUKV[UVCHHYJQGKVJGTDGECWUGVJG[YGTGFGXQVGFVQ
VGCEJKPIQTDGECWUGVJG[EQPEGPVTCVGFQPCFOKPKUVTCVKXGOCVVGTU
were completely alien from the international art circuit the muse-
um aimed to stand for.
0GXGTVJGNGUUVJGTGYGTGUQOGGZEGRVKQPU1PGQHVJGOYCUVJG
YQTMQH,QUÅ/KIWGN)QP\½NG\%CUCPQXCYJQKPVJGGCTN[PKPGVKGU 
JCFDGNQPIGFVQVJGEQNNGEVKXG6GOÉUVQENGU11 and in his role as 
EWTTKEWNWONGCFGTQH VJG(KPG#TVFGITGGCV VJG7PKXGTUKV[JCF
KPENWFGFUWDLGEVUVJCVYGPVDG[QPFVTCFKVKQPCNFKUEKRNKPGU/QTGQXGT
JGJCFHQTUGXGTCN[GCTUTWPCUVWFKQYQTMUJQR
QWVUKFGVJGQHƂEKCN
EWTTKEWNWOVJCVCNNQYGFHQTOQTGGZRGTKOGPVCNRTCEVKEGU+PHCEV
if we take his teaching to be part of his artistic practice, the work 
QH)QP\½NG\%CUCPQXCCPFVJCVQHUGXGTCNQHJKUUVWFGPVUYQWNF
PGCVN[ƂVYKVJYJCVJCUDGGPECNNGFpTGNCVKQPCNqCTV7PHQTVWPCVGN[

CNVJQWIJCU+JCXGUCKFVJKUJCUOQTGVQFQYKVJEKTEWNCVKQPVJCP
HCVGCVVJGOQOGPVQHVJGKPVGTPCVKQPCNKUCVKQPQH/GZKECPCTV
González broke away from the group that had gone the way of 
“professionalisation”, those who had tried to establish a career by 
DGEQOKPIXKUKDNGYKVJKPVJG'WTQRGCPCPF0QTVJ#OGTKECPEWNVWTCN 
and commercial circuit.12
1PVJGQVJGTJCPFVJG/7#%PGGFGFCYC[VQLWUVKH[VQVJG
7PKXGTUKV[VJGNCTIGUWOUQHOQPG[KVJCFKPXGUVGFKPKVUEQPUVTWE-
tion and operations. In order to do this, it was important, on the 
QPGJCPFVJCVVJG/WUGWORTQXGFKVUNKPMUYKVJVJG7PKXGTUKV[
and, on the other, that it demonstrated that the money spent in the 
OWUGWOYCUCPKPXGUVOGPVHQTVJGpRWDNKEDGPGƂVq#UCPKPUVKVW-
VKQPVJCVHTQOVJGXGT[DGIKPPKPIJCFCFQRVGFCEQTRQTCVKXGOQFGN

CUCIWCTCPVGGQHKVUEQPVGORQTCPGKV[VJGOWUGWOUQQPCRRGCNGF
VQVJGKFGCQHpUQEKCNTGURQPUKDKNKV[q0GGFNGUUVQUC[VJCVCRWDNKE
institution appeals to such an idea is already complicated, for a 
public institution is presumed to be founded precisely on such a 
UQEKCNTGURQPUKDKNKV[
VJKUVCWVQNQI[QTGWRJGOKUOYQWNFOGTKV
HWTVJGTUVWF[5WHƂEGVQUC[VJCVKPVJKUKPUVCPEGVJGCRRGCNVQ
social responsibility came directly from the debates within the 
+PVGTPCVKQPCN%QWPEKNQH/WUGWOU
+%1/+PVJKUEQPVGZVNGVVKPI
)QP\½NG\%CUCPQXCEWTCVGCUJQYCV/7#%YCUCPGZEGNNGPVQRRQT-
VWPKV[VQOGGVDQVJVJGUGTGSWKTGOGPVUVJGGZJKDKVKQPYQWNFRTQXG
DQVJVJCVVJGOWUGWOVQQMVJG'0#2UGTKQWUN[CPFVJCVKVRTKXK-
leged “socially responsible” projects.
*QYGXGTIKXGPVJCVVJKURCTVKEWNCTVGCEJGTFKFPQVLWUVTWPYQTM-
UJQRUKPFGRGPFGPVN[QHVJGQHƂEKCNCTVUEJQQNDWVJCFCNUQTWP
against the current Dean in the last faculty election, the only thing 
VJG/WUGWOCEJKGXGFYCUNQUKPIKVUTKIJVVQOCMGWUGQHQPGQHVJG
EQPHGTGPEGJCNNUCVVJGUEJQQN+JCXGPQKPVGTGUVJGTGKPURTGCF-
KPIIQUUKRHTQOVJGNQECNUEGPG+H+COTGECNNKPIVJGUGGXGPVUKVKU
DGECWUG+YQWNFNKMGVQKPUKUVQPVJGKFGCVJCVKPCIKXGPUKVWCVKQP
GXGT[RCTVKEKRCPVTGURQPFUVQCURGEKƂEEQPLWPEVWTGVJCVOCTMUVJG
NKPGQHFGHGPEGQHJKUQTJGTKPFKXKFWCNQTRTQHGUUKQPCNKPVGTGUVU+FQ
PQVMPQY
+UKPEGTGN[FQPQVMPQYKHOCPCIGOGPVFQZCEQPUVKVWVGU
CENCUUKFGQNQI[0GXGTVJGNGUU+DGNKGXGVJCVSWGUVKQPUCDQWVVJKU
URGEKƂERTQDNGO
CIGPE[OWUVDGGZCOKPGFKPVJGNKIJVQHURGEKƂE
cases and, should an action become possible, it will also be possible 
CVVJGNGXGNQHVJQUGRCTVKEWNCTKVKGU+VKUCVVJKURQKPVVJCVOQFGUV[
FGUGTXGUVQDGRTCKUGFCPFKVKUCNUQJGTGVJCV+YQWNFNKMGVQNKPM
O[VGZVKPCPQPURGEKƂEOCPPGTVQVJGQPGD[#NDGTVQ6QUECPQoU
KPVJKUUCOGXQNWOG
As a curatorial project, 'NLCTFÉPFG#ECFGOWURQUGFUGXGTCNKPVGT-
esting questions, and many of them became explicit during the 
discussions that took place while the exhibition was being set-up. 
6JGGZJKDKVKQPEQPUKUVGFKPKPXKVKPICITQWRQHCTVKUVUVQYQTMYKVJ
CURGEKƂEITQWRQHRGQRNGYJQHQTQPGTGCUQPQTCPQVJGTJCFDGGP
VTCFKVKQPCNN[pGZENWFGFHTQOVJGOWUGWOq'CEJCTVKUVJCFVJGTKIJV
to occupy the whole space for two days and during that time he or 
UJGJCFVQECTT[QWVUQOGMKPFQHYQTMUJQRQTCEVKXKV[YKVJVJG
EJQUGPITQWR(KPCNN[YJCVGXGTYCURTQFWEGFQXGTVJGVYQFC[U
came to be part of the exhibition and was exhibited in the space. 
6JGKFGCDGJKPFVJKUUJQYtJGCXKN[KPƃWGPEGFD[(TGKTGtYCUVJCV
GCEJEQNNGEVKXGYQWNFDGCDNGVQRTQFWEGCPFUJCTGFKHHGTGPVMPQYN-
edges out of this experience.
#UCRCTVKEKRCPVKPVJGUJQY+DGNKGXGVJCVYJCVVJGGZJKDKVKQP
OCPCIGFVQWPFGTNKPGYCUCUGTKGUQHKORQUUKDKNKVKGU1DXKQWUN[VQ
start with, there was a great deal of discussion asking, for example, 
VQYJCVGZVGPVVJKUOQFGNFGRCTVGFHTQOVJQUG'WTQRGCPEWNVWT-
al policies based on handing out funding to those projects aimed 
CVpOKPQTKVKGUqQTGXGPJQYVQFGƂPGVJGVGTOpOKPQTKV[qKVUGNH
9GCNUQVCNMGFCDQWVVJGOWUGWOCUCURCEGQHNGIKVKOCVKQPCPF
about the way in which artists instrumentalise their engagements 
YKVJEGTVCKPUQEKCNITQWRUKPQTFGTVQICKPXKUKDKNKV[+PRCTVKEWNCT
YGVCNMGF
GKVJGTQRGPN[QTDGJKPFVJGUEGPGUCDQWVVJGEQPƃKEVU
DGVYGGPKPFKXKFWCNUCPFITQWRUCPFCDQWVVJGGHHGEVUQHRNCEKPI
in the museum a process that could not be represented in that 
manner.
9JKNG UQOG XQKEGU GZRTGUUGF C EQPEGTP VJCV Academus was 
CTTKXKPIVQQNCVG 
QTVQQGCTN[ VQFKHHGTGPVKCVG KVUGNH HQTOQVJGT
similar experiences in other parts of the world, if we accept 
VJCVVJGTGKUKPFGGFCpKOOCPGPVFGXGNQROGPVqVJCVIWCTCPVGGU
VJGUKPIWNCTKV[QHVJGpƂGNFQHRTCEVKEGqVJGTGUWNVUYGTGJKIJN[
predictable, despite the logistic nightmare of the whole process. 
11. Temístocles 44 was an independent space 
that operated in the city of Mexico at the 
beginning of the nineties. It is now regarded as 
one of the most important seedbeds for young 
artists the country has produced in the last two 
decades.
)QP\½NG\%CUCPQXCJKOUGNHPCTTCVGUVJKU
GRKUQFG KP p%QPEGRVWCNKUOQU GP/ÅZKEQ!q
Curare, 32/33, Mexico, 2010, p. 139-140. González 
writes: “Two positions regarding art were clear-
ly marked out … I think that the problem was to 
do with professionalisation and with strategies 
of the art market … For my part, I recognised 
immediately that my personal project had a 
rather more educational nature.”
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6JGƂPCNGZJKDKVKQPtCPGENGEVKECEEWOWNCVKQPQHQDLGEVUCPFVGZVU
that no sane person would consider reading while standing in a 
OWUGWOTQQOtRTQOQVGFCICKPCMKPFQHTGCFKPIVJCVOQXGFCNQPI
the line of least resistance. 'NLCTFÉPFG#ECFGOWU was a show of crafts 
RTQFWEGFD[HTGSWGPVXKUKVQTUVQVJGEQWTVQHOKTCENGUYJKNGCWVJQT-
UJKRYCUTGUGTXGFHQTVJGpCWVJQTKV[CTVKUVqYJQJCFEQQTFKPCVGF
the workshop.
#VVJGGPFQHVJGUJQYCETQYFGFFGDCVGVQQMRNCEGVQGXCNW-
ate the results of the project: two of the comments I heard then 
CTGYQTVJTGRGCVKPIPQYPQVDGECWUGQHVJGKTKPVTKPUKEXCNWGDWV
because of how eloquently symptomatic they are.
Members of the group Drag King México,13 led in the exhibition 
D[2CQNC&½XKNCYGTGHWNNQHRTCKUGHQTVJGGXGPVGZRTGUUKPIVJGKT
ITCVKVWFGHQTVJGXKUKDKNKV[VJGOWUGWOJCFQHHGTGFVJGO+VKUYQTVJ
PQVKPIVJCVVJKUYCUVJGQPN[EQNNGEVKXGVJCVVQQMRCTVKPVJGFGDCVG
CUCEQNNGEVKXG
VJCVKUVQUC[OQTGVJCPCUKPINGRGTUQPURQMGKP
KVUPCOG0QDQF[CUMGFYJCVYCUVJGOGCPKPIQHVJKUXKUKDKNKV[
YJCVGHHGEVKVYCUGZRGEVGFVQJCXG0QDQF[CUMGFKPYJCVUGPUG
VJGKTRTGUGPEGVJGTGEQWNFDGUGGPCUCIWCTCPVGGQHVJGXKTVWQWU
and open character of the museum. In my opinion, these missing 
SWGUVKQPUYGTGVJGOQUVUKIPKƂECPVRCTVQHVJGFGDCVG#PF[GVVJGTG
YCUCPKPVGTXGPVKQPD[VJGETKVKECPFCTVJKUVQTKCP(TCPEKUEQ4G[GU
2CNOCVJCVYCUGXGPOQTGUVTKMKPI*GFGENCTGFVJGGZJKDKVKQPVQ
JCXGDGGPCTGUQWPFKPIUWEEGUUDGECWUGCPWODGTQHRGQRNGYJQ
YQWNFPQVPQTOCNN[XKUKVVJGOWUGWOJCFFQPGUQQPVJKUQEECUKQP
9JCVYCUUVTKMKPIKUVJGCTIWOGPVUJGWUGFVQFGOQPUVTCVGVJKU*G
TGHGTTGFVQVJGYQTMD[7TU,CGIIKLa locura sueña con Minerva en su 
LCTFÉP=/CFPGUUFTGCOUQH/KPGTXCKPKVUICTFGP?KPYJKEJVJGEQNNGE-
VKXGKPXKVGFVQVCMGRCTVYCU
CPFJGTG+SWQVG4G[GU2CNOCpCITQWR
of homeless psychotics from the Centre for Social Intregration as 
YGNNCURCVKGPVUHTQOVJG/QPVG#ND½P%NKPKEq4G[GU2CNOCENCKOGF
PGXGTVQJCXGUGGPCP[QPGUQOQXGFD[CPCTVYQTMCUVJKUITQWR
QHRGQRNGYGTGYJGPVJG[XKUKVGFCTGVTQURGEVKXGUJQYD[(ÅNKZ
)QP\½NG\6QTTGUDGKPIJGNFCVVJGUCOGVKOGCV/7%#+PRCTVKEW-
lar, he referred to the joy the “homeless psychotics” felt when they 
were told that they could take as many sweets as they wanted from 
the piece Untitled (placebo).
I am not sure to what extent the experience of Academus actually 
JGNRGFQTCNVGTGFKPCP[YC[VJGNKXGUQHVJQUGYJQVQQMRCTVKP
the workshops. On the other hand, it is important to say that not 
CNNVJGKPVGTXGPVKQPUUJCTGFVJGUCOGOGCPKPICPFRGEWNKCTKVKGU
$WVVJGQXGTCNNEQPEGKVQHVJGUJQYFGOCPFGFVJCVKVYCUTGCFCPF
instrumentalised in a way that limited how those peculiarities 
EQWNFEKTEWNCVGCPFDGKPVGTRTGVGF(KPCNN[DQVJVJG/7#%CPF
VJG'0#2TGOCKPGFWPCHHGEVGFD[VJQUGpTGCNqKPVGTXGPVKQPURTG-
cisely because of the way the museum manages to delimit and dis-
tribute what takes place within it. As far as the administration is 
EQPEGTPGFVJGOWUGWOpCVVGPFUVQqUGXGTCNCWFKGPEGU
KPENWFKPI
JQOGNGUURU[EJQVKEUCPFJCUCPKPENWUKXGRTQITCOOG6JGCTVKUVU
YJQVQQMRCTVKPVJGUJQY
O[UGNHKPENWFGFECPUC[p+GZJKDKVGFCV
VJG/7#%qCPFCFFCNKPGVQVJG%8
(KPCNN[VJGUJQYECWUGFCNNMKPFUQHCFOKPKUVTCVKXGRTQDNGOUHQT
the museum in as much as its installation departed from the usual 
procedures. That was it. Anything else was rather predictable by 
PQY$[DGNKGXKPIVJCVtWPNKMGUKOKNCTGZRGTKGPEGUtVJKURTQLGEV
would not be instrumentalised by the museum, simply because 
KVJCFDGGPFGXGNQRGFWPFGTFKHHGTGPVEQPFKVKQPUHTQOVJQUGQH
QVJGTOCLQTKPVGTPCVKQPCNGZJKDKVKQPU
D[DGNKGXKPIVJCVKVU.CVKP
#OGTKECPEQPFKVKQPUIWCTCPVGGF KVU pKOOCPGPVFGXGNQROGPVq 
the project remained unable to question the museum.
CONCLUSIONS
This praise of modesty is not a defence of common sense nor an 
KPXGEVKXGCICKPUVVJGQT[+VKUPQVGXGPCECNNCICKPUVVJGFKXGTUG
forms of inter-/multi-/cross-/trans- thinking. It is perhaps the 
CEMPQYNGFIGOGPVQHCFGHGCV6JGETKVKSWGQHVJGO[VJUQHC0CVKQP
5VCVGYKVJVQVCNKVCTKCPVGPFGPEKGUHQTGZCORNGKUCNNXGT[YGNN
but that critique becomes problematic when it proposes that the 
VJKPIVQFQKUVQRTQOQVGRTKXCVKUCVKQPUQVJCVRTKXCVGEQORCPKGU
can sponsor more international symposia on Marxism in order to 
MGGRWRYKVJVJGKTpUQEKCNTGURQPUKDKNKV[q0GKVJGTKUVJKUVGZVCP
attack on “bad theory” or on some kind of essential dishonesty 
YJGVJGTEQPUEKQWUQTPQV5C[KPIVJKU+FQPoVDGNKGXGVJCVVJGKPVGT
OWNVKETQUUVTCPUOQFGNU
JQYGXGTXCIWGVJGUGVGTOUOKIJVDG 
JCXGRTQXKFGFKPUWHƂEKGPVCPUYGTU4CVJGT+VJKPMVJCVKPCUOWEJ
as this theoretical production is subordinate to an operational 
CPFFKUVTKDWVKQPCNNQIKEDCUGFQPCOQXGOGPVVJCVEQPEGPVTCVGU
VJTQWIJFKXGTUKHKECVKQP 
CPFJGTG CICKP + CO VJKPMKPI QH CP 
GPVTGRTGPGWTKCNEQTRQTCVKXGOQFGNFKXGTUKƂECVKQPKPKVUGNHIWCT-
antees nothing.
+JCXGURQMGPCDQWVVJGUGNKPMUDGVYGGPCTVRQNKVKEUCPFGFWEC-
VKQPDGECWUGVJG[CTGVJGQPGU+GPEQWPVGTOQUVQHVGPKPO[ƂGNFQH
YQTMVJGQPGU+COOQUVHCOKNKCTYKVJ*QYGXGT+FQPQVDGNKGXG
VJCVVJGHQTOUCPFECWUGUQHVJGMKPFQHNKPMU+JCXGTGHGTTGFVQCTG
GZENWUKXGVQVJKUƂGNF9JGVJGTKVKUVJGECUGVJCVVJGQRRQUKVKQPVQC
EGTVCKPECPQP
QTU[UVGOKUWUGFVQCXQKFFGENCTKPICPQVJGTtNKMGKP 
the first case—, or to affirm a position from an absence—like 
KPVJGUGEQPFtQTCUKPVJGGZCORNGQHVJGpRU[EJQVKEUqVQUGTXG
CSWCPVKVCVKXGNQIKECNN+YCPVGFVQUC[KUVJCVUQOGVKOGUYJCV
could pass for a lack of rigour or intellectual honesty is neither. 
It is instead a kind of strategy. It might be that it is these strate-
gies we should be thinking about, going beyond euphemisms and 
FKUEWTUKXGRTQOKUEWKV[5VTCVGIKGUVJCVCNYC[UKORN[CƂPKVWFGKPCU
much as they only negotiate with de facto conditions.
+UCKFCDQXGVJCVVJGOCVVGTCVJCPFUGGOGFWTIGPVVQOGYJGP
YGOGVKP/QPVGJGTOQUQ#PWODGTQHGXGPVUVJCVJCXGVCMGPRNCEG
UKPEGVJGP
KPDQVJUKFGUQHVJG#VNCPVKEJCXGQPN[KPETGCUGFVJG
sense of urgency. I will try to explain myself at risk of sounding 
TGRGVKVKXG+DGNKGXGVJCVGFWECVKQPCNTGHQTOU
YJKEJCTGKPUGXGTCN
TGURGEVUVJGUCOGYJGTGXGT[QWCTGCTGIGCTGFVQYCTFUVJGEQPVTQN
QHRQRWNCVKQPUVQYCTFUCPGEQPQOKECPFRTQFWEVKXGOQFGNDCUGF
QPCEVKXGXKQNGPEGQPVJGQPGJCPFCPFQPVJGKORQUUKDKNKV[QHCNVGT-
PCVKXGRTQRQUCNUVQUWUVCKPEGTVCKPYC[UQHNKHGQPVJGQVJGT
+DGNKGXGVJCVVJGTGKUCNQVVQFQ
CPFVQVJKPM$WVKPVJGUCOG
YC[VJCVNKXKPIKPCEKV[VWTPGFWRUKFGFQYPD[EQPUVCPVFGOQPUVTC-
VKQPUYJGTGVJGTGKUCUKVFQYPRTQVGUVKPGXGT[USWCTGJCUOCFG
me doubt the ability of those kind of actions to effect any change 
beyond a media manipulation of “public opinion”, I am unable to 
see the reasons why the kind of changes that are being effected 
QPGFWECVKQPCVCINQDCNUECNG
$QNQIPCKUPQVKPVJCVUGPUGCP
GZENWUKXGN['WTQRGCPRTQDNGOUJQWNFDGTGVJQWIJVKHGFWECVKQPKU
EQPEGKXGFQHCUU[PQP[OQWUYKVJFGXGNQROGPVCPFOGCUWTGFKP
VGTOUQHGORNQ[OGPVTCVGUCPFKPETGCUGFpEQORGVKVKXGPGUUq
13. See http://jardindeacademus.org.mx/?p=281 
=TGVTKGXGFQP(GDTWCT[?
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6JKUKUYJGTGYGOKIJVƂPFUQOGQHVJQUGUVTCVGIKEGZKVUVJCV
kind of inter-/multi-/cross-/trans- position, the snares I wanted to 
VCNMCDQWV+VKUQDXKQWUVJCVCETKVKECNGFWECVKQPHQTGZCORNGKUPQV
compatible with one geared towards increasing employment rates, 
RTQFWEVKXKV[CPFEQORGVKVKXGPGUU
YJKEJD[VJGYC[CTGVJGETKVGTKC
WUGFVQOGCUWTGCECFGOKERGTHQTOCPEG$QVJQDLGEVKXGUCTGOWVW-
CNN[EQPVTCFKEVQT[CPFECPEGNGCEJQVJGTQWVVJG[JCXGFKHHGTGPV
GPFUKPOKPFCPFFKHHGTGPVƂGNFUQHCEVKQPVJG[UVCPFHQTGUUGPVKCNN[
KPEQORCVKDNGRQUKVKQPU0QKPVGTOWNVKETQUUVTCPUFKUEQWTUGYKNN
be able to bridge the gap between them. At most, it might be able 
to negotiate some budgetary concessions. Those concessions are the 
ones that are behind the rise of political art, theoretical seminars 
and educational projects in contemporary art museums. Sometimes, 
the autonomy of art is used as a defence against the need to account 
HQTQPGoURTQFWEVKXKV[YJKNGCVVJGUCOGVKOGQDGFKGPVN[OCMKPI
art account for itself.
Clearly, speaking only of these impossibilities, of snares and strat-
egies is demoralising, not to mention the uncertainty that reigns 
QWVUKFGQHVJGKTEQOHQTV\QPG$WVJQYGXGTOQFGUVVJGCVVGORV
JQYGXGTOQFGUVCPFNCTIGN[KTTGNGXCPVCpPQqOKIJVDGKVCVNGCUV
UKIPCNUCTQCFVJCVYGECPNGCXGDGJKPF+JQPGUVN[FQPoVMPQYKH
VJGTGXQNWVKQPYKNNDGVGNGXKUGF$WVKH[QWCUMOGYJGVJGTKVKU
going to be instrumentalised by a museum, I can answer without 
JGUKVCVKQPPQ
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9JGPVJG$QNQIPC2TQEGUUYCUNCWPEJGFKPKVYCUUWRRQUGFVQ
NGCFVQVJGGUVCDNKUJOGPVQHC'WTQRGCP*KIJGT'FWECVKQP#TGCKP
the year 2010, which would, in accordance with the Lisbon Strategy, 
EQPVTKDWVGVQGUVCDNKUJVJG'WTQRGCP7PKQPCUVJGYQTNFoUDKIIGUV
knowledge economy from this same year on. “Mobility”, “employ-
CDKNKV[qpEQORCVKDKNKV[qpEQORCTCDKNKV[qpƃGZKDKNKV[qYGTGUQOGQH
VJGDW\\YQTFUVJCVƂIWTGFRTQOKPGPVN[KPCNNVJGp%QOOWPKSWÅUq
YJKEJVJG/KPKUVGTUQH*KIJGT'FWECVKQPQHVJGEQWPVTKGUYJKEJ
RCTVKEKRCVG KP VJG$QNQIPC 2TQEGUU KUUWGF CHVGT CNN VJGKT DKGP-
nial Conferences. Today, since the acceptance of Kazakhstan as 
CRCTVKEKRCVKPIOGODGTQHVJG$QNQIPC2TQEGUU KP/CTEJ
HQTV[UGXGPEQWPVTKGURCTVKEKRCVG KP VJG2TQEGUU1P/CTEJ
 VJGKT/KPKUVGTUQH*KIJGT'FWECVKQP KUUWGF VJG UQECNNGF
$WFCRGUV8KGPPC&GENCTCVKQPYKVJYJKEJVJG[QHƂEKCNN[KPUVCNNGF
VJG 'WTQRGCP*KIJGT 'FWECVKQP#TGCYJCVGXGT VJCVOC[ DG 
If conforming to certain academic standards, study courses at 
'WTQRGCPJKIJGTGFWECVKQPKPUVKVWVKQPUCTGDGKPICEETGFKVGFVQ
FGNKXGTCECFGOKEDCEJGNQToUFGITGGUOCUVGToUFGITGGUCPFFQEVQToU
FGITGGU'WTQRGCPJKIJGTCTVUGFWECVKQPVQQJCUDGGP KPXKVGF
QDNKIGFQTHQTEGFVQVCMGRCTVKPVJKURTQEGFWTG+POCP['WTQRGCP
countries and regions, higher arts education committed itself to 
KORNGOGPV VJG$QNQIPC2TQEGUUYKNNKPIN[QTWPYKNNKPIN[#UC
consequence, since a few years, the obligation to become “academic” 
KUYJCVCNN VJG HW\\ KPCP KORQTVCPVRCTVQH'WTQRGCPJKIJGT
CTVUGFWECVKQPKUCDQWV#UVJGENCUUKETGRTGUGPVCVKXGKPUVKVWVKQP
of higher arts education has often been called an “academy”, the 
question became how to understand the obligation that academies 
UJQWNFDGEQOGCECFGOKE9JGPURGCMKPIQHpCECFGOKGUqKPVJKU
talk, I will always refer to all institutions of higher arts education, 
YJGVJGTVJG[VGCEJXKUWCNQTƂPGCTVUQTƂNOQTFTCOCQTOWUKE
and whether they are indeed called “academy” or not.
2CTVKEWNCTN[EQPHWUKPIHQTVJGUGpCECFGOKGUqYCUVJCVOCP[QHVJGO
had precisely engaged in pedagogical efforts to assure that learning 
and teaching at “academies” would become less “academic” than it 
WUGFVQDG9JGTGCUCVWPKXGTUKVKGUVJGCFLGEVKXGpCECFGOKEqUQWPFU
like a generic quality label, at academies “academic” had already 
HQTSWKVGUQOGVKOGDGEQOGCPKPUWNVCUKIPKƂGTQHCNCEMQHCTVKUVKE
SWCNKV[#PFUQKVJCRRGPGFVJCVCVVJGXGT[OQOGPVVJCVOCP[
'WTQRGCPCECFGOKGUJCFDGEQOGXGT[CPZKQWUPQVVQVGCEJVJGKT
students to produce “academic art”, they were told they had to “acad-
emise” in order to get accreditations for their artistic study courses. 
Of course, this is not the only reason why the academisation proc-
GUUNCWPEJGFD[VJG$QNQIPC&GENCTCVKQPCPFKVUXCTKQWUPCVKQPCN
CPFTGIKQPCNKORNGOGPVCVKQPUJCXGOGVYKVJCITGCVXCTKGV[QH
resistances and critiques I cannot thoroughly address at this time. 
1DXKQWUN[OCP[ETKVKEUCNTGCF[CFFTGUUGFKPCTKIQTQWUYC[VJG
issue of Bologna’s hidden and not too hidden neoliberal agenda. 
p$QNQIPCqDGECOGVJGUKIPKƂGTRCTGZEGNNGPEGQHVJGKORQUKVKQPQH
CPGQNKDGTCNCIGPFCKPGFWECVKQPCNOCVVGTU#UCTGRN[GXGTUKPEG
KVUOGGVKPIKP2TCIWGKPVJG$QNQIPC(QNNQY7R)TQWRJCU
CVNGCUVDGGPRC[KPINKRUGTXKEGVQVJKUETKVKEKUODQVJD[UVTGUUKPI
the social dimensions of higher education and acknowledging the 
public authorities’ responsibility for higher education.
6JGTJGVQTKEQHVJG$QNQIPC2TQEGUUKUQPGOQTGGZCORNGQHVJG
well-known fact that capitalism has integrated concepts that were 
QPEGDGNKGXGFVQTGƃGEVTGUKUVCPEG1PGOC[JCXGHQTIQVVGPCDQWVKV 
G;8BEL4A7G;8
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COQPQRQN[QPVJGFGƂPKVKQPQHTGUGCTEJYGTGEQPHTQPVGFYKVJ
an attack on their hegemony in research matters. More precisely, 
VJGCVVCEMQPVJGWPKXGTUKV[oUJGIGOQP[KPTGUGCTEJOCVVGTUKUCP
attack on the internal hegemony of the natural sciences within 
VJGWPKXGTUKV[
As soon as hegemony is under attack, one will witness fear among 
those who cherish their hegemony. As hegemony is usually the 
product of an alliance between different groups, the answer to the 
SWGUVKQPpYJQoUCHTCKFQHCTVKUVKETGUGCTEJ!qYKNNJCXGVQFGUETKDG
those different groups and the way in which their hegemonic alli-
CPEGKUEQPUVTWEVGF#UCPGXGPVWCNEQWPVGTJGIGOQP[YKNNCNUQ
DGDCUGFQPCPCNVGTPCVKXGCNNKCPEGDGVYGGPFKHHGTGPVITQWRUQPG
EQWNFVJGPVT[VQFGUETKDGYJCVMKPFQHCNNKCPEGUOC[JCXGEQWPVGT
hegemonic potential. It is my hypothesis that the concept of artistic 
research and the formation of a discourse on artistic research are 
feared both by groups within the academy and the arts world on 
VJGQPGJCPFCPFD[ITQWRUYKVJKPVJGWPKXGTUKV[CPFVJGUEKGPVKH-
ic world on the other hand. It goes without saying that, where the 
QRRQUKVKQPDGVYGGPCECFGOKGUCPFWPKXGTUKVKGUPQNQPIGTOCMGU
CP[UGPUGGKVJGTDGECWUGCECFGOKGUJCXGDGEQOGWPKXGTUKVKGUQT
DGECWUGCECFGOKGUJCXGDGGPKPVGITCVGFKPVQWPKXGTUKVKGUHGCTHQT
artistic research has not necessarily disappeared.
First of all, the obligation for teaching in higher education in 
general—and thus also in higher arts education—to be based on 
TGUGCTEJJCUDGGPCVƂTUVWPFGTUVQQFD[OCP[CUVJGQDNKICVKQPHQT
academies to engage in UEKGPVKƂETGUGCTEJ#NVJQWIJUQOGOC[JCXG
genuinely misunderstood the sense of the obligation to engage 
KPTGUGCTEJtIKXGPKPFGGFVJGJGIGOQP[QHVJGPCVWTCNUEKGPEGU
TGICTFKPI VJGFGƂPKVKQPQH TGUGCTEJtKV KUO[J[RQVJGUKU VJCV
QVJGTUFGNKDGTCVGN[
OKUWPFGTUVCPFVJGQDNKICVKQPHQTCECFGOKGUVQ
engage in research as the obligation to do UEKGPVKƂE research because 
they are actually afraid of… artisticTGUGCTEJ9J[KUVJCV!9GNN
VJGUVWDDQTPTJGVQTKECNKFGPVKƂECVKQPQHpTGUGCTEJqYKVJpUEKGPVKƂE
TGUGCTEJqCNNQYUVJGOVQIGVTKFQHGXGT[HQTOQHTGUGCTEJYKVJKP
the academy. The argument then goes like this: art is different 
from science, artists are not trained as scientists, nor should they 
be trained as scientists, and therefore the obligation for art acade-
mies to engage in research makes no sense. Among the proponents 
QHVJKURQUKVKQPQPGOC[ƂPFOQUVQHVJQUGYJQVJKPMQHCTVCUVJG
product of genius, some of those who think of the arts as a set of 
technical skills, as well as some of those who think of the arts as a 
combination of genius and technical skills.
*QYGXGTYKVJKPKPUVKVWVKQPUQHJKIJGTCTVUGFWECVKQPYJKEJ
EQOOKVVGFVJGOUGNXGUVQVJG$QNQIPC2TQEGUUUQOGJCXGDGGP
defending the position that science has not the monopoly of 
TGUGCTEJVJCVCTVVQQECPDGFGUETKDGFCUJCXKPITGUGCTEJCUCP
important component and that the commitment to the Bologna 
2TQEGUUHQTCECFGOKGUKORNKGUCEQOOKVOGPVVQVJGFGXGNQROGPV
of artisticTGUGCTEJPQVUEKGPVKƂETGUGCTEJ6JGPQVKQPQHCTVKUVKE
research, then, often implies that artistic practice can be described 
KPCYC[OQTGQTNGUUCPCNQIQWUVQUEKGPVKƂETGUGCTEJ#PCTVKUVKE
project, then, begins with the formulation, in a certain context, 
QHCPCTVKUVKERTQDNGOYJKEJPGEGUUKVCVGUCPKPXGUVKICVKQPDQVJ
artistic and topical, into a certain problematic, which may or may 
PQVNGCFVQCPCTVYQTMKPVGTXGPVKQPRGTHQTOCPEGQTUVCVGOGPV
with which the artist positions him or herself with regard to the 
initial artistic problem and its context.
but once upon a time, in the sixties of the last century, workers 
VJGOUGNXGUJCFDGGPCUMKPIHQTOQTGƃGZKDKNKV[HQTOQTGTGURQP-
sibility, etc. In their book The New Spirit of Capitalism from 1999, the 
(TGPEJUQEKQNQIKUVU.WE$QNVCPUMKCPF'XG%JKCRGNNQJCXGEQPXKPE-
ingly demonstrated that capitalism, in order to defend itself, inte-
ITCVGFUQOGQHVJGXCNWGUQHKVUOCKPQRRQPGPVU6JGTGUWNVQHVJKU
integration is the so-called neo-management discourse, which has 
DGEQOGGPVKTGN[JGIGOQPKE+VCNUQGZRNCKPUYJ[KVKUUQFKHƂEWNV
VQQTICPKUGTGUKUVCPEGCICKPUVVJG$QNQIPC2TQEGUU$QNQIPCUGGOU
VQRTQOKUGVJKPIUYGJCFDGGPCUMKPIHQTHQTCXGT[NQPIVKOG
+DGNKGXGKV KUHQTVJKUTGCUQPVJCVUQOGJCXGUCKFVJCVYJCVYG
need are new concepts. I agree, but I do not necessarily agree that, 
KPQTFGTVQJCXGPGYEQPEGRVUYGCNUQPGGFPGYPCOGUQTPGY
YQTFU+COCITGCVCFOKTGTQHHQTKPUVCPEG-QFYQ'UJWPoUXQECDW-
lary, which is literary brilliant, but as a political strategy I will 
prefer the strategy of paléonymie, as Derrida would call it. I prefer 
to use old words and upload them with new meanings, rather than 
KPXGPVPGYYQTFUYKVJPGYOGCPKPIUQTYQTUGPGYYQTFUYKVJ
old meanings.
The point I would like to make here, a point that I am certainly 
PQVOCMKPIHQTVJGƂTUVVKOGDWVYJKEJ+COFGNKDGTCVGN[OCMKPI
TGRGVKVKXGN[ KPCEQPUEKQWUtCPFRCTVKCNN[UWEEGUUHWNtGHHQTVVQ
KPƃWGPEGCPFCNVGTVJGJGIGOQPKEFKUEQWTUGKUVJCVVJG$QNQIPC
2TQEGUUCPFVJGTJGVQTKEVJCVIQGUYKVJKVCNUQUGGOUVQRTQFWEG
as an unintended by-product, important shifts in the relationship 
DGVYGGPCTVCPFVJGQT[UJKHVUVJCVCTGPQVPGEGUUCTKN[PGICVKXG
neither for art nor for theory. It is my hypothesis that the Bologna 
2TQEGUUKPCYC[VJCVKUEQORNGVGN[WPKPVGPVKQPCNOC[GXGPVW-
ally contribute to the end of the hegemony of the natural sciences 
KPVJGƂGNFQHTGUGCTEJ9JCVYGCTGYKVPGUUKPIVQFC[CVNGCUV
in those regions and countries where institutions of higher arts 
GFWECVKQPYKNNKPIN[QTWPYKNNKPIN[EQOOKVVGFVJGOUGNXGUVQVCMG
RCTVKPVJG$QNQIPC2TQEGUUKUVJGDGIKPPKPIQHCƂGTEGDCVVNGHQT
VJGFGƂPKVKQPQHTGUGCTEJ4GFGƂPKPIVJGEQPEGRVQHpTGUGCTEJq
would be the paleonymic strategy I propose: let’s upload the old 
YQTFpTGUGCTEJqYKVJPGYOGCPKPIU +DGNKGXG VJCV pTGUGCTEJq
KUQPGQHVJGEQTGEQPEGRVUHQTVJGFGXGNQROGPVQHCPWPCNKIPGF
concept of education and therefore it is important to engage in the 
debates on the meaning of research for society. In many German 
Länder, where higher arts education, partly due to the opposition 
by the Rektorenkonferenz der deutschen Kunsthochschulen was allowed 
PQVVQGPICIGKPVJG$QNQIPC2TQEGUUVJKUDCVVNGHQTVJGFGƂPK-
tion of research is probably only postponed. Indeed, the exemption 
from the obligation to organise bachelor’s and master’s degrees in 
an internationally compatible way does not necessarily imply the 
GZGORVKQPHTQOVJGQDNKICVKQPVQKPXGUVKPTGUGCTEJ
#DTKGHQWVNKPGQHVJGJKUVQT[QHVJKUDCVVNGHQTVJGFGƂPKVKQP
of research goes as follows. One of the most important maxims 
CEEQORCP[KPIVJGXCTKQWUPCVKQPCNCPFTGIKQPCNKORNGOGPVCVKQPU
QHVJG$QNQIPC2TQEGUUKUVJGKFGCVJCVVGCEJKPIKPJKIJGTGFWEC-
tion should be based on research. As a logical consequence of this 
“research maxim”, in higher arts education too, teaching in the 
arts should be based on research. As an interpretation of this logi-
cal consequence of the research maxim, institutions of higher arts 
GFWECVKQPJCXGRWVHQTYCTFVJGKFGCVJCVVGCEJKPIKPJKIJGTCTVU
education should be based on artisticTGUGCTEJ9KVJVJGITQYKPI
formation of a discourse on artistic researchVJGWPKXGTUKVKGUYJQENCKO
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Secondly, the obligation for teaching in higher education in 
general—and thus also in higher arts education—to be based on 
TGUGCTEJJCUDGGPWPFGTUVQQFD[UQOGCUVJGQDNKICVKQPVQJCXG
more theory in the curricula of the study courses at the academy, and 
VQJCXGless practice6JKUOC[DGUGGPCUCXCTKCVKQPQHVJGƂTUVRQUK-
VKQP*QYGXGTKVUHQEWUKUOCKPN[QPVJGFKUVTKDWVKQPQHEQWTUGUt
and thus also of teaching jobs—between theoreticians and artists 
within the arts academy. The proponents of this position tend to 
see a strong opposition between theory and practice, expressed by 
the idea that research is not the responsibility of the artist, but 
QHVJGVJGQTGVKEKCP6JKURQUKVKQPCNNQYUHQTFKHHGTGPVXCTKCVKQPU
6JGTGCTGVJGXGT[HGYYJQDGNKGXGVJGTGKUPQRNCEGYJCVUQGXGTHQT
VJGQTGVKEKCPUCVCPCTVUCECFGO[6JGTGCTGVJQUGYJQDGNKGXGVJCV
a limited dose of theory in an arts academy curriculum is a neces-
UCT[GXKN6JGTGCTGVJQUGYJQVJKPMVJGTGUJQWNFDGCTKIJVDCNCPEG
between some theory and much more practice. And among these 
QPGYKNNƂPFVJQUGYJQCRRTGEKCVGVJCVVJGKTCECFGO[JCUUQOG
VJGQTGVKEKCPUKPXQNXGFKPTGUGCTEJUQVJCVVJGCECFGO[KUUCHG
when it comes to the question whether the academy is doing any 
TGUGCTEJCVCNN6JGUGCTGVJGRGQRNGYJQDGNKGXGVJCVVJGCECFGO[
needs some theoreticians because the authorities expect academies 
VQGPICIGKPTGUGCTEJ6JGUGRTQRQPGPVUFQPQVWPFGTUVCPF
[GV
that research is a responsibility of academies to be shared both by 
theoreticians and artists, and that it can take the form of common 
RTQLGEVUYKVJOKZGFOGVJQFQNQIKGUQTQHKPFKXKFWCNRTQLGEVUYKVJ
distinct methodologies.
6JGRTQRQPGPVUQH COCPKEJGKUVKE XKUKQPQH VJG TGNCVKQPUJKR
DGVYGGPVJGQT[CPFCTVRTCEVKEGCNUQHGGNXGT[WPEQOHQTVCDNGYKVJ
J[DTKFƂIWTGUUWEJCUCTVKUVUYJQCNUQFGXGNQRVJGQTKGUQTVJGQ-
rists with an arts practice. As far as the concept of artistic research 
RTGEKUGN[CNNQYUHQTCXCNQTKUCVKQPQHVJGUGƂIWTGUQHCTVKUVKEJ[DTKF-
ity, the concept of artistic research is feared by those who would 
NKMGVQMGGRCENGCTEWVFKXKUKQPQHCECFGOKENCDQWTDGVYGGPCTVKUVU
CPFVJGQTKUVU#UHCTCUVJG[VJGOUGNXGUCTGCTVKUVUYKVJQWVCP[
interest for theory, they tend to prefer not only other artists with-
out any interest for theory, but they also tend to prefer hardcore 
scientists without any interest in artistic practice that would go 
DG[QPFVJGPCKXGCFOKTCVKQPHQTVJGIGPKWUQHVJGRCKPVGTTCVJGT
than the philosophers, sociologists and the people from cultural 
studies departments, who constantly embarrass the artistic genius-
GUYKVJVJGKTFKUEWTUKXGEQPVTKDWVKQPUVQCTVKUVKERTQLGEVUYJKEJ
seem to contest implicitly or explicitly the aesthetics to which they 
VJGOUGNXGUCFJGTGVQ
+DGNKGXGVJCVKVKUOQUVHTWKVHWNVQJCXGVJGQTKUVUCVCPCECFGO[
YJQJCXGCIGPWKPGKPVGTGUVKPVJGCTVUPQVCUCUEKGPVKƂEUWDLGEV
matter—as may be the case for art historians or art theoreticians—
but as a medium for the communication or expression of thoughts, 
TGƃGEVKQPUGVE+VKUO[EQPXKEVKQPVJCVGZJKDKVKQPUHQTKPUVCPEG
CTGPQVVJGGZENWUKXGRTKXKNGIGQHCTVKUVUQTEWTCVQTU#UOWEJCU
CTVKUVUJCXGVJGRGTHGEVTKIJVVQYTKVGDQQMURJKNQUQRJGTUJCXG
the perfect right to make exhibitions, to participate in perform-
CPEGUCPFEQPEGTVUVQEQNNCDQTCVGQPƂNOUCPFXKFGQUPQVCUC
UKFGMKEMDWVCUCNGIKVKOCVGYC[VQRTGUGPVVJGKTTGUGCTEJ+DGNKGXG
that the academies should engage in the academisation process in 
CXGT[EQPƂFGPVYC[CUCRTQEGUUVJCVEQWNFCNUQDGKPVGTRTGVGF
CUVJGQDNKICVKQPHQTWPKXGTUKVKGUVQNGCTPHTQOVJGGZRGTKOGPVCN
GPXKTQPOGPVUGUVCDNKUJGFCVCECFGOKGU9JCVKHVJGCECFGOKUCVKQP
9JCVGXGTKVUOGTKVUOC[DGHQTCPCVVGORVVQCTIWGHQTCRNWTCNKUV
concept of research, this analogy argument should be handled with 
ECTG6JGCTIWOGPVVJCVCTVKUVKETGUGCTEJKUCPCNQIQWUVQUEKGPVKƂE
research has already prompted some to the idea that, in this case, 
one should measure the artistic research output of an academy 
KPCYC[CPCNQIQWUVQVJGYC[KPYJKEJVJGUEKGPVKƂETGUGCTEJ
QWVRWVQHCWPKXGTUKV[KUOGCUWTGF/GCUWTKPICTVKUVKETGUGCTEJ
output of academies, and benchmarking artistic research output 
of academies, is going to be one of the exciting discussions within 
academies for the next ten years.
9KVJKPVJKUFKUEWUUKQPUEKGPVKUVUCPFUEKGPVKƂEQTICPKUCVKQPU
JCXGCNTGCF[DGGPYKNNKPIVQEQPEGFGCPFWPFGTUVCPFVJCVYGNN
artistic research does not necessarily result in books and articles 
KPKPVGTPCVKQPCNRGGTTGXKGYGFLQWTPCNU6JG[JCXGDGGPYKNNKPI
VQEQPEGFGVJCVVJGpRWDNKECVKQPqQHCTVKUVKETGUGCTEJECPVCMGXGT[
different formats: exhibitions, concerts, performances, art works, 
ƂNOUXKFGQUKPVGTFKUEKRNKPCT[U[ORQUKCQTeU[ORQUKCQPKPVGTFKU-
EKRNKPCTKV[(QTCECFGOKGUVJGTGUWNVQHVJKUEQPEGUUKQPYCUCVƂTUV
almost the euphoric assessment of the incredibly broad artistic 
research output that academies can present under the form of—in-
FGGFtGZJKDKVKQPUEQPEGTVURGTHQTOCPEGUCTVYQTMUƂNOUXKFGQU
QHVJGKTUVCHHCPFVJGKTUVWFGPVU1PCRWTGN[SWCPVKVCVKXGNGXGN
WUKPIVJKUDTQCFEQPEGRVQHpRWDNKECVKQPUqGXGPUOCNNCECFGOKGU
JCFPQVTQWDNGVQD[RCUUNCTIGWPKXGTUKVKGUCUHCTCUVJGPWODGTQH
“publications” was concerned.
*QYGXGT VJGPGZV RJCUG KP VJG FKUEWUUKQPYJGTGYG UGGO
VQJCXGCTTKXGFOKIJVDGNGUUTGCUQPHQTGWRJQTKC#ECFGOKGU
now, will be asked not only to count their artistic publications, 
but also to dress up a categorisation of different types of artis-
tic publications, categories which should be attributed different 
weights, according to their importance for the artistic research 
EQOOWPKV[CPCNQIQWUVQVJGYC[KPYJKEJUEKGPVKƂERWDNKECVKQPU
CTGXCNWGFCEEQTFKPIVQYJGVJGTVJG[CTGRWDNKUJGFKP#$QT%
LQWTPCNU5WEJCFGXGNQROGPVYQWNFDGCURTQDNGOCVKEHQTCTVKU-
tic research, as it has already been for quite some time for the 
humanities.
+PUQHCTCUVJGQHƂEKCNTGEQIPKVKQPQHCTVKUVKETGUGCTEJYKNNDG
made to depend on the acceptance by artistic researchers of outra-
IGQWUETKVGTKCQHTGUGCTEJQWVRWVGXCNWCVKQPFTGUUGFWRKPCPCN-
QI[VQUEKGPVKƂETGUGCTEJQWVRWVETKVGTKCYJKEJUGGOVQUWKVVJG
natural sciences, but not the humanities, artistic researchers in 
search for the recognition of a pluralist concept of research that 
YQWNFKPENWFGCTVKUVKETGUGCTEJCUYGNNOC[ƂPFCNNKGUCOQPI
VJGKTEQNNGCIWGUYQTMKPIKPVJGƂGNFQHVJGJWOCPKVKGUOCP[QH
YJQOCNUQUVTWIINGYKVJTGUVTKEVKXGEQPEGRVUQHQWVRWVGXCNWCVKQP 
Many researchers in the humanities contest the idea that arti-
ENGUKPKPVGTPCVKQPCNRGGTTGXKGYGFCECFGOKELQWTPCNUCTGVQDG
considered as the most important academic publication format, as 
KUVJGECUGKPVJGPCVWTCNUEKGPEGU4GRTGUGPVCVKXGUQHVJGPCVWTCN
UEKGPEGUVGPFVQKORQUGVJGXKGYVJCVDQQMUQRGFUCTVKENGUQT
critiques in newspapers, essays in journals of a more general char-
CEVGTCTGVQDGEQPUKFGTGFQHCNOQUVPQCECFGOKEXCNWGCNVJQWIJ
for instance, many of the most important philosophers of the last 
decades, on which hundreds, if not thousands of articles in inter-
PCVKQPCNRGGTTGXKGYGFCECFGOKELQWTPCNUJCXGDGGPRWDNKUJGF
JCXGPPQVRWDNKUJGFVJGOUGNXGUCNOQUVCP[VJKPIKPKPVGTPCVKQPCN
RGGTTGXKGYGFCECFGOKELQWTPCNU
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process is, rather than the obligation for art academies to become 

NKMGWPKXGTUKVKGUVJGQDNKICVKQPHQTWPKXGTUKVKGUVQDGEQOG
NKMG
CTVCECFGOKGU!#UQPGOKIJVMPQY+COƂGTEGN[CICKPUVVJGKFGC
that a doctorate in the arts means that an artist has to write a 
VJGUKU4CVJGT+YQWNFNKMGVQUGGVJCVCRJKNQUQRJGTOCMGUCOQXKG
in order to obtain his doctorate in philosophy.
Of course, this kind of thoughts runs against the reactionary 
tendency to re-discipline, to re-install clear boundaries between 
FKUEKRNKPGU*CXGYGKPFGGFDGGPFTKXKPIVQQHCUVQPVJGKPVGTETQUU
OWNVKVTCPU'WTQRCGZRTGUU!+FQPoVVJKPMUQ+DGNKGXGYGJCXGVQ
FGUVTQ[VJGƂPCNDCTTKGTVJCVKUVJGQPGDGVYGGPCTVKUVUCPFVJGQ-
TKUVU+HCTVCPFVJGQT[CTGEQPUKFGTGFFKHHGTGPVIGPTGUQTGXGP
IGPFGTUYKVJKPVQFC[oUCECFGO[YKVJKVURTQVGEVKQPKUVFKXKUKQPQH
labour between artists and theorists, it is time for some academic 
gender bending.
The formation of a discourse on artistic research, the multiple 
formats for the presentation of research which are made accept-
able through this discourse, the networks of educational and artis-
tic institutions that disseminate this discourse, the alliances they 
DGIKPVQHQTOYKVJUGEVKQPUCPFTGRTGUGPVCVKXGUQHVJGJWOCPKVKGU
CVWPKXGTUKVKGUCNNVJKUEQWNFGXGPVWCNN[RTQXQMGVJGGPFQHVJG
hegemony of the natural sciences, which is apparent in the domi-
PCPEGQHKVUGZVTGOGN[TGFWEVKQPKUVXCNQTKUCVKQPQHTGUGCTEJQWVRWV
QPYJKEJVJGFKUVTKDWVKQPQHTGUGCTEJHWPFKPIJGCXKN[TGNKGU+HCU
an unintended side-effect, thanks to the strategic alliances between 
researchers within the institutions and outside of the institutions, 
VJG$QNQIPC2TQEGUUFGUVTQ[UVJGJGIGOQP[QHVJGPCVWTCNUEKGPEGU
VJGPYGYKNNJCXGJCFQPGIQQFTGCUQPVQCRRTGEKCVGVJG$QNQIPC
2TQEGUUPCOGN[VJCVKVJCUVJGUVTCPIGECRCEKV[VQFGHGCVKVUGNH
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The questions posed for our consideration strike me as important 
DGECWUGVJG[KPXKVGWUPGKVJGTVQCFFTGUUUKORN[VJGpRTGFKECOGPVU
QHCTVq
CUKUPQYEQOOQPPQTRTKOCTKN[VQHQEWUQPQWTRTGHGTTGF
OGVJQFQNQIKGU 
CNVJQWIJUWEJYKNNDGKPGUECRCDNG KPUVGCFVJG[
demand that we address the social-institutional matrix within which 
ETKVKECNRTCEVKEGUCTGEQPFWEVGF
DGVJG[KPCTVQTKPCTVVJGQT[QT
HQTVJCVOCVVGTKPCP[QVJGTMPQYNGFIGFQOCKP1HVJGKUUWGURTG-
sented to us to discuss, two particularly drew my attention: whether 
VJGOQXGVQRQUVFKUEKRNKPCTKV[JCUEQPHTQPVGFVJGUQEKCNCPFRQNKVK-
ECNSWGUVKQPUVJCVƂTUVCPKOCVGFKVCPFYJGVJGTVJGHQTGENQUWTGQH
transdisciplinarity’s initial ambitions can be resisted. In essence, 
YGCTGCUMGFVQTGƃGEVQPVJGCHVGTOCVJQHVJGVWTPVQVJGQTKUGF
RTCEVKEGUKPVJGCTVUCPFJWOCPKVKGUVJCVVQQMRNCEGKPVJGUGXGPVKGU
CPFGKIJVKGUCPFURGEKƂECNN[VQVJGITQYVJQHpCTVVJGQT[q6CMKPI
CPWODGTQHUPCRUJQVUHTQOVJGJKUVQT[QHETKVKECN
CPFETKVKECNNKV-
GTCT[VJGQT[+UJCNNCTIWGVJCVVTCPUFKUEKRNKPCT[CURKTCVKQPUCTG
imbricated with the traditions and legacies of emancipatory critique 
CPFYKVJJQRGUVQTGEQPƂIWTGVJGUQEKCNVQVCNKV[9JGVJGTETKVK-
EKUOQTVJGURKTKVQHUQEKCNETKVKECNKV[CTGVQJCXGRQNKVKECNN[effective 
HWVWTGUtYJGVJGTVJG[CTGVQNKXGWRVQVJGJQRGUKPXQMGFD[TCFKECN
critique—depends on the willingness of those committed to such 
RTQLGEVUVQTGEQIPKUGVJCVOGTGCFJGTGPEGVQETKVKSWGKUKPUWHƂEKGPV
4CVJGT+YCPVVQUWIIGUVVJCVYGTGECNNVJGHQTEGQHCFKUVKPEVKXG
mode of criticism, one understood as socially processual and praxial 

CPFVJCVGXGPYKVJVJKUTGEQIPKVKQPYGJCXGQPN[CRTGEQPFKVKQP
HQTTCVJGTVJCPCIWCTCPVGGQHGHHGEVKXKV[%QOOKVOGPVVQCTVCPF
ETKVKSWGFTKXGUDG[QPFFKUEKRNKPCT[NKOKVU
7PFQWDVGFN[OCP[QHVJGKPKVKCNCODKVKQPUQHETQUUOWNVKKPVGT
QTVTCPUFKUEKRNKPCTKV[JCXGDGGPKPUVKVWVKQPCNKUGFYKVJKPVJGFQOCKP
of art theory or theorising one’s practice, to the point where art 
VGCEJKPIKPVJG7PKVGF-KPIFQOVQFC[OCMGUpCTVqEQGZVGPUKXGYKVJ 
“critical practice”. Students now often learn a set of basic counter-intu-
KVKXGNGUUQPUCUCUVCPFCTFRCTVQHVJGKTWPKXGTUKV[QTCTVUEJQQNGFWEC-
VKQP6JGTGJCUCNUQFGXGNQRGFCDWTGCWETCVKUGFGORJCUKUQPpETKVKECN
UMKNNUqYJKEJCTGPQYFGUKIPCVGFKPIQXGTPOGPVCNDGPEJOCTMKPI
UVCPFCTFUHQTFGITGGNGXGNUVWF[
CPFCUCFXCPEGFGNUGYJGTGKPVJKU
XQNWOGKPVGTUGEVYKVJVJGEQPEGRVKQPQHpTGUGCTEJqWPFGTVJGKORCEV
GNUGYJGTGKPVJG'WTQRGCP7PKQPQHVJG$QNQIPCCITGGOGPV+VYQWNF
be wrong-headed to denigrate the impact in art of critical thought 
per se, and, in contrast, to pine after earlier approaches to art’s study. 
1XGTVJGRCUVEQWRNGQHFGECFGUVJGTGJCXGDGGPGPQWIJEQPXGPVKQPU
QHVJQUGYJQJCXGUQWIJVVQTQNNDCEMVJGKORCEVQHpVJGQT[qUGGKPI
KVCUCPWPYGNEQOGKPVGTNQRGTKPVQVJGƂGNFQHCTV/[QDUGTXCVKQPU
on the institutionalisation of criticism and theory do not set out to 
challenge the presence of “theory”, and I think that the acquisition 
QHUQOGEQWPVGTKPVWKVKXGKPUKIJVUTGOCKPUXCNWCDNG4CVJGTVJGRQKPV
KUVQTGEQIPKUGJQYETKVKECNCODKVKQPUJCXGDGEQOGKPUVTWOGPVCNKUGF
into the narrow means-ends anti-ambitions of modern capitalism. 
The process of institutionalisation largely occurred under the remit 
QHPGQNKDGTCNKUORTQXKFKPIVJGVGEJPKSWGUCPFVGEJPKEUHQTVTCKP-
KPIPGYINQDCNUWDLGEVU
CNKDGTCNKUGFOKFFNGENCUUYJQUGTQNGKVKUVQ
CFOKPKUVGTVJGRWDNKERTQFWEVKXGCPFCHHGEVKXGCURGEVUQHUQEKGV[
/QTGQXGTCUNKVGTCT[VJGQTKUV2CWNFG/CPQPEGCTIWGFVJGpTGUKUV-
ance to theory” is, in any case, best understood not as the fear some 
JCXGQHVJGQTGVKECNGPSWKT[DWVCUVJGHWPFCOGPVCNRTQLGEVQHVJGQT[
KVUGNHVJGTGUKUVCPEGVQVJGQT[KUVJGQT[oUXGT[FGƂPKVKQP1
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6QXCT[KPIFGITGGUCNNQHVJGUGCEEQWPVURTQLGEVCPCTTCVKXGQH
increasing social incarceration or growing subjection to heterono-
mous forces. There are a number of recognisable emplotments 
deployed. For example: “material” is supplanted by the “immaterial” 
QTKUpFGOCVGTKCNKUGFqHTGGFQOIKXGUYC[VQKVUUWRRTGUUKQPpQDLGEVUq
and “things” cede their centrality to “relations” or “relational-
KV[qWUGXCNWG[KGNFUVQGZEJCPIGXCNWG
CPFVQƂEVKVKQWUECRKVCN 
centred cores become, so the argument goes, “peripheralised” or 
pJQNNQYGFQWVq+VKUPQVVJCVVJGTGKUPQDCUKUHQTVJGUGPCTTCVKXGU
Rather, it is the their one-way direction that I want to highlight, 
CUYGNNCUVJGKTUKORNKƂECVKQPUQHDQVJJKUVQT[CPFEWTTGPVINQDCN
trends, or their one-sided reading of key passages from Marx’s 
theory of commodity society. Despite the anti-teleological and 
anti-historicist bent common to most of these accounts, their narra-
VKXGUPGXGTVJGNGUUJCXGCPKORNKGFVGNGQNQI[5VTKMKPIN[VJG[CTG
often modelled as a lapse from a time when art was deemed to be 
pHTGGqtQTCVNGCUVpHTGGTqVJCPKVKUVQFC[COQOGPVGPXKUCIGF
either as being before the rise of capitalism, or as being during its 
GCTN[UVCIGU
CUUQEKCVGFHQTGZCORNGYKVJVJGpNKDGTCNqQTpNCKUUG\
HCKTGECRKVCNKUOqQHVJGPKPGVGGPVJEGPVWT[+FQWDVVJKUOQOGPV
QHITGCVGTHTGGFQOGXGTGZKUVGF9JKNGOQUVEQOOGPVCVQTUURQVCV
GXGT[VWTPCTVoUKODTKECVKQPUYKVJECRKVCNKVYQWNFPQVDGWPTGC-
sonable to argue that we are in a moment where art is the most 
critical it has everDGGP2GTJCRUKVUJQWNFPQVDGGPVKTGN[UWTRTKU-
ing that, along with art’s “incorporation” into capital’s institutions, 
we should also encounter negations of that assimilation. As the 
Communist Manifesto made clear already in 1848, capitalism should 
be understood dialectically, offering, historically speaking, new 
freedoms along with new restrictions. In short, what most of the 
RTQOKPGPVETKVKECNCEEQWPVUJCXGFQPGKUVQEWVQHHQPGRCTVQHVJG
dialectic. In particular they cut the emancipatory aspects of human 
CIGPE[GXGPCUVJG[CRRGCNVQCPFVT[VQFGHGPFCFKUEQWTUGQH
GOCPEKRCVKQP/QTGQXGTTCTGN[FQVJGUGEQPVGORQTCT[VJGQTKUVU
TGƃGEVQPVJGKTQYPRQUKVKQPU within the institutional forces they 
describe. Typically, radical criticism makes a dire judgement upon 
the status of art practice while retaining for itself the critical func-
VKQP
CUGNHDGNKGHVJCVKORNKGUVJCVKVCNQPGJQNFUQPVQETKVKECNKV[
+VOKIJVDGVGORVKPIVJGPVQTGXGTUGVJGWUWCNRGTURGEVKXGCPFVQ
say that—contrary to initial appearances—it is criticism and theory 
that are failing to keep up with art practice. Tempting because neat; 
DWVKPVJGƂPCNCPCN[UKU+VJKPMVJKUpTGXGTUCNqKUKPUWHƂEKGPV#U
will become clear, a distinction between theory and practice will 
DGCVKUUWGDWVKVKUPQVVJG
VKTGFQPGVJCVECPDGOCRRGFQPVQVJG
FKXKUKQPQHNCDQWTVJCVUVKNNGZKUVUDGVYGGPVJGYTKVKPIQPCPFVJG
making of art.
III
For the purposes of this essay, my primary concern is neither with 
the ways a critical transdisciplinarity has been appropriated by late-
capitalist institutions, nor with the way certain once-critical agents 
UQNFQWV0QTHQTVJCVOCVVGTYKNN+DGHQEWUKPIQPVTCPUHQTOCVKQP
of the institution into the dynamic machine of permanent self-
ETKVKEKUO
CUKP6QPK0GITKoUQNFQDUGTXCVKQPVJCVECRKVCNNGCTPGFVQ
read Das KapitalHQTKVUQYPUGNHRTGUGTXCVKQP3 These are all serious 
issues, but I want to argue that the problem may lie within what 
the idea of critique has become and to consider some of the limi-
VCVKQPUQHVJGpETKVKECNqCRRTQCEJGUVJGOUGNXGU/QTGURGEKƂECNN[ 
II
9JKNGTGEQIPKUKPIVJGPGQNKDGTCNEQPVGZVQHVJGKPUVKVWVKQPCNKUCVKQP
of art theory and critical practice, at the same time it is important to 
CXQKFTGFWEKPIGXGT[VJKPICDQWVEWTTGPVCTVVQCTGƃGZQHVJGPGQNKD-
eral market. By and large, this approach has become a predominant 
orientation of critical studies of art. There is no shortage of critical 
CEVKXKV[tCOQPIDQVJCTVKUVUCPFYTKVGTUCPF[GVYGCTGUVKNNUWDLGEV
VQVJGCTIWOGPVVJCVUC[UYGNKXGKPCVQVCNN[EQOOQFKƂGFYQTNFKP
YJKEJCTVoUETKVKECNRTCEVKEGKUNKVVNGOQTGVJCPCXGPGGTHQTOCTMGV
interests. This line of critique has become, I think, rather too undif-
ferentiated: the tendency is to see all aspects of non-amateur artistic 
production as being tarred by the same brush. There are a number 
of different strands to this argument, which are often combined 
in practice and which I want just to indicate in schematic terms. 
6JGƂTUVQH VJGUGCRRTQCEJGUCFFTGUUGUCTVoUCUUQEKCVKQP with 
power, be that the power of business or the section of the economy 
MPQYPCUVJGETGCVKXGKPFWUVTKGU6JKUCRRTQCEJOKIJVHQEWUQP
such phenomena as the role of Charles Saatchi, for example, or on 
VJGYC[CTVHWPEVKQPUCUCXGJKENGHQTƂPCPEKCNURGEWNCVKQP6JKU
account of art’s incorporation tends to be sociological in its best 
XGTUKQPUDWVKUOQTGQHVGPGPEQWPVGTGFCURQRWNKUVLQWTPCNKUOVJCV
CFQRVUCOQTCNKUKPIVQPG
YJKNGPGXGTVJGNGUUDGKPIHCUEKPCVGFD[VJG
EGNGDTKV[FKOGPUKQPUQHVJGCTVYQTNF2#XCTKCPVQPVJKUCTIWOGPV
ETKVKEKUGUCTVCUCTGCNOQHRTKXKNGIGVJWUGORJCUKUKPIVJGXKGYKPI
of art as an appropriation of power. Based on the sociology of muse-
WOURTGUGPVGFD[2KGTTG$QWTFKGWVJKUCRRTQCEJtYJKEJKUCNUQ
often moralising—sees the engagement with art as the acquisition 
of cultural “distinction” or as the wielding of “symbolic capital”. 
#PQVJGTCEEQWPVKFGPVKƂGUCTVYKVJVJGEQOOQFKV[CVOQTGEQPUVKVW-
VKXGNGXGN+VUCRRTQCEJKUNGUUpUQEKQNQIKECNqCPFUJCRGFOQTGD[RQNKV-
ical discourses of critical theory, based especially on Georg Lukács’s 
CEEQWPVQHTGKƂECVKQP&TCYKPIQPEQPEGRVUUWEJCUpURGEVCENGq 

)W[&GDQTFCPFpEWNVWTGKPFWUVT[q 
6JGQFQT#FQTPQCPF/CZ
*QTMJGKOGTVJKUCRRTQCEJKUIGPGTCNN[HQEWUGFQPVJGYKFGPKPI
grip of capital upon all aspects of social and psychic life. Its tone is 
more theoretical, and is often characterised by melancholic pathos. 
#UVTQPIGTXCTKCVKQPQHVJGEQOOQFKV[HQEWUGFCRRTQCEJKUCNUQ
FTCYPHTQOTGCFKPIUQH.WM½EU
CPF)GQTI5KOOGNCPFKFGPVKƂGU
structural parallels or homologies between aspects of culture and 
certain social features of capitalism. There are two main tendencies 
YKVJKPVJKUJQOQNQIKECNCRRTQCEJVJGƂTUVKFGPVKH[KPIJQOQNQIKGU
between culture and types of working practices, processes or rela-
tions. Siegfried Kracauer’s comparison of Fordism and Taylorism 
with the “mass ornament” of the Tiller Girls would be a good early 
example. Herbert Marcuse’s fascinating insights into sublimation 
and desublimation would be another. More recent instances might 
recognise attributes aligning art with “immaterial labour”, or a 
range of techniques or skills that are common to contemporary 
OCPCIGTKCNKUOUWEJCUVJGKFGPVKƂECVKQPQHTGNCVKQPCNCTVRTCEVKEGU
YKVJOQFGTPTGSWKTGOGPVUHQTFKCNQIKEYQTMGTUYKVJIQQFCHHGEVKXG
QTPGVYQTMKPIUMKNNU
5QOGQHVJGKPKVKCNSWGUVKQPURTGUGPVGFVQ
VJKUXQNWOGoUEQPVTKDWVQTUOC[FTCYQPVJKURTGOKUG#NVGTPCVKXGN[
VJGJQOQNQI[KUOCFGDGVYGGPCGUVJGVKEHQTOCPFVJGXCNWGHQTOU 
QHECRKVCNtHQTGZCORNGOQPG[GZEJCPIGXCNWGƂPCPEKCNQTƂEVKVKQWU
ECRKVCNtCVVGORVKPIVQOCMGVJGEQPPGEVKQPCVVJGNGXGNQHECRKVCNoU
OQTGCDUVTCEVWPFGTRKPPKPIRTKPEKRNGU
JGTGUQOGQHVJGYQTMQH
#FQTPQCPF(TGFTKE,COGUQPEQOGUVQOKPFCUGURGEKCNN[KPƃWGPVKCN 
2. The “arty party”—as its more “relational” 
RTGVGPUKQPUJCXGDGGPFWDDGFD[*CN(QUVGTt
has its exhibitions sponsored, and its wine and 
ECPCRÅURTQXKFGFD[VJGEQTRQTCVKQPUQHOWNVK-
national capital. But the “arty party” can be seen 
as more that social complacency and myopia: it 
also metaphorises the gap between, on the one 
hand, a set of social claims and desires and, on 
the other, social ineffectuality.
6QPK0GITKp-G[PGUCPFVJG%CRKVCNKUV6JGQT[
of the State post-1929,” Revolution Retrieved. Selected 
Writing on Marx, Keynes, Capitalist Crisis and New 
5QEKCN5WDLGEVU 
VTCPU25CWPFGTUCPF
'$QUVCPLQINW.QPFQP4GF0QVGUR 
6JGGUUC[ƂTUVCRRGCTGFKP+VCNKCPKPContropiano 1, 
1968.
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YJKEJYGTGQHƂEKCNN[FGGOGFpGZVGTPCNqVQVJGTGCNDWUKPGUUQH
studying art, transformed art history. In the disciplinary terms of 
the time, the “outside” was breaking “in”. Cultural studies effec-
VKXGN[OCFGCXKTVWGQHVJGURCEGUQHMPQYNGFIGCPFMPQYNGFIG
production that lay outside the remit of existing courses of study. 
6JGUGFGXGNQROGPVUTGRTGUGPVGFVJGFKUUGOKPCVKQPtCTIWCDN[CNUQ
VJGCECFGOKEKUCVKQPtQHVJGKFGCUQHVJG0GY.GHV
6JG0GY.GHVTGQTKGPVCVGFVJGJKGTCTEJKGUCPFCTEJKVGEVWTGQH
modern disciplinarity as it had emerged by the mid-twentieth 
century. In its disseminated forms, it fed the aspiration to break 
away from disciplinary specialisation, seeking VQƂPFCYC[VQ
address these “disciplinary” practices to other cultural practices 

HQTGZCORNGVQTGNCVGVJGXKUWCNCTVUVQNKVGTCVWTGQTVQƂNOVJGQ-
T[KPCJ[DTKFKUKPIQHVGEJPKSWGUMPQYNGFIGUCPFRTQEGFWTGU 
(QT UQOG VJKUOGCPVGXCFKPI VJGO[QRKEQWVNQQM HQUVGTGFD[
FKUEKRNKPGUCPFHQTGPTKEJKPIUEJQNCTUJKRQTETGCVKXGGZRTGUUKQP 
(QTQVJGTUKVKORNKGFEJCNNGPIKPIVJGRQYGTUKPXGUVGFKPURGEKCNK-
sation as such, the critique of disciplinary protocols and ideologies, 
CUYGNNCUVJGFGXGNQROGPVQHCNVGTPCVKXGOGVJQFU
UWEJCUVJG
OKNKVCPVQTEQTGUGCTEJRTCEVKUGFKP+VCN[HTQOVJGGCTN[UKZVKGU
This suggests a more fundamental ambition: to address particu-
lar disciplines to a larger social totality. The turn to theory, then, 
also represented an aspiration to break away not only from disci-
plinary specialisation, but to break the effects and substance of 
UQEKCNTGKƂECVKQP6JWUVJGOGVJQFQNQIKECNGZRCPUKQPUtCNNVJQUG
UGCTEJGUHQTXKCDNGOGVCNCPIWCIGUtYGTGHTCOGFOQTGQTNGUU
explicitly, as problems of human emancipation, which sought to 
construct a politics aiming at the reconstitution of human social 
relations.9*QYGXGTFGURKVGVJGKTQXGTNCRUCPFEQPPGEVKQPUVJGTG
was a tension between the challenge to specialisation and the chal-
NGPIGVQTGKƂECVKQP
It could be said that the work of Marx and the best of those 
KP VJG/CTZKUV VTCFKVKQPCNYC[UJCXGDGGPpVTCPUFKUEKRNKPCT[q

CNVJQWIJWUGFKPVJKUEQPVGZVVJGYQTFUGGOUUQOGYJCVCPCEJ-
TQPKUVKE)TCPVGFDGECWUGKVUKPVGNNGEVWCNTGUQWTEGUYGTGUQOG-
times seen as limited and as too wedded to “economics”, one of 
VJGEJCTCEVGTKUVKEUQH9GUVGTP/CTZKUOCPFETKVKECNVJGQT[JCU
been the injunction to supplement Marx with other “disciplines” 
QTDQFKGUQHVJQWIJV
CFFKPI9GDGT5KOOGN(TGWF5RKPQ\CQT
.CECPGVE)TCPVGFVQQVJCV/CTZKUVFGDCVGUVJGOUGNXGUJCXG
CJCDKVQHDKHWTECVKPIKPVQFKUEKRNKPCT[YCTU
GEQPQOKUVUXGTUWU
RJKNQUQRJGTUXGTUWUJKUVQTKCPUCPFUQHQTVJ;GVVJGTGTGOCKPU
NKVVNGVQTKXCN/CTZoUQYPGHHQTVVQEQPFWEVJKUpETKVKSWGQHRQNKVK-
cal economy” while thinking, simultaneously, philosophically 
CPFJKUVQTKECNN[CPFOGFKCVKPIQPGQHVJGEGPVTCNFKXKUKQPUKPVJG
HQTOCVKQPU
QTQTKGPVCVKQPUQHMPQYNGFIG10*QYGXGTVJGVGPUKQP
DGVYGGPVJGEJCNNGPIGVQURGEKCNKUCVKQPCPFVJGEJCNNGPIGVQTGKƂ-
ECVKQPTGOCKPUGXGPYJGTGQPGOKIJVJQRGKVEQWNFDGEKTEWO-
XGPVGF$TKPIVQIGVJGTUEJQNCTUEQOOKVVGFVQ/CTZKUVCPCN[UGUQH
art—a historically-orientated social historian, a philosophically-
QTKGPVCVGFUQEKCNJKUVQTKCPQPGKPƃWGPEGFD[UQEKQNQI[CUQEKCN-
N[QTKGPVCVGFCGUVJGVKERJKNQUQRJGTGVEGVEtCPFQPGƂPFUVJG[
ECPUECTEGN[ƂPFCP[UJCTGFpNCPIWCIGqGXGPCUVJG[QUVGPUKDN[
RWTUWGC UJCTGFRTQLGEV VQ EJCNNGPIG TGKƂECVKQP +V KU UVTKMKPI
JQYFKHƂEWNVKVKUHQTVJQUGGPICIGFKPRQNKVKECNCPCN[UGUQHCTVVQ
agree on the constitution or “locus” of central working categories, 
such as “the social”. 
I shall suggest that a certain aporetic condition is endemic to most 
OQFGNUQHETKVKSWG
YJKEJEQWNFCNUQDGUGGPCUQPGQHVJGUGNH
NKOKVCVKQPUQHETKVKECNVJGQT[
/[HQEWUKUPQVTGUVTKEVGFVQVJGURGEKƂEKPUVKVWVKQPCNƂGNFECNNGF
pCTVETKVKEKUOq+YKNNEGTVCKPN[DGVTCXGTUKPIUQOGCEEQWPVUQHCTV
criticism, but it is worth pointing out that I take “criticism”—cri-
tique, criticality, etc.—in the wider sense. Immanuel Kant famously 
characterised his time as the beginning of “an age of criticism, to 
YJKEJGXGT[VJKPIOWUVDGUWDLGEVGFq4 His intention was to chal-
NGPIGTCVKQPCNKUVFQIOCVKUO
CPFUEGRVKEKUODWVOCP[JCXGHQWPF
Kant’s philosophy to allow its critical moment to be subsumed 
KPVQ VJG OQOGPV QH NGIKUNCVKXG LWFIGOGPV 
VJG pVTKDWPCNq5 
1WVQHVJGOGVCETKVKSWGUQH-CPVoUETKVKECNRJKNQUQRJ[FGXGNQRGF
the notion of criticism as a tool in the quest for human freedom—
as, for example, in critical theory’s commitment to a socio-political 
project to surpass capitalist social relations, or, using an earlier 
example, in Karl Marx’s conception of the dialectic as “ruthless 
criticism of all that exists”.6 This emancipatory sense of critique 
became one of the key features of the transdisciplinary ambition; 
or, to put it another way, transdisciplinarity became an expression 
QHVJGETKVKECNGPFGCXQWT
+VOC[UGGOCDKILWORVQOQXGHTQOGOCPEKRCVQT[ETKVKSWGVQ
VTCPUFKUEKRNKPCTKV[*QYGXGTQPEGYGTGEQIPKUGVJGTQNGQHETKVKECN
VJGQT[HQTVJG0GY.GHVtCPFVJGTQNGQHVJG0GY.GHVKPVJGVTCPU-
formation of the disciplines, for the growth of transdisciplinarity 
CPFHQTVJGFGXGNQROGPVQHCTVCPFEWNVWTCNVJGQT[tVJGNGCRVWTPU
QWVVQDGCTGNCVKXGN[UOCNNUVGR%GTVCKPKUUWGUQPEGFGGOGFVQ
belong to the “social sciences” impacted upon the “arts and human-
ities”. If the turn to theory has now come to be associated with the 
rising academic prominence of structuralism and poststructural-
ism, it is important to recognise that it was shaped initially by a 
YKFGTTCPIGQHFGXGNQROGPVU#NVJQWIJVQFC[QHVGPVTGCVGFCUNKVVNG
more than part of the “context” of the sixties, or performs the role 
QHVJGXCPKUJKPIOGFKCVQTKPVJGUGFGXGNQROGPVUVJG0GY.GHVKU
GURGEKCNN[UKIPKƂECPV7 To be sure, it could be said that the intel-
NGEVWCNQRGPKPIUJCFEQOOGPEGFGXGPGCTNKGTYKVJKPVJGQTDKV
QHGCTNKGT.GHVRTCEVKEGUDWVVJGUGFGXGNQROGPVUYGTGIGPGTCNN[
marginalised; they often had fragile relations with academic insti-
tutions, and were treated as bringing extraneous factors to bear 
WRQPVJGUVWF[QHCTVQDLGEVU
*GTGQPGVJKPMUHQTGZCORNGQHVJG
ƂTUVRJCUGQHVJGUQEKCNJKUVQT[QHCTV6JGKPVGNNGEVWCNUQHVJG0GY
.GHVEQPUQNKFCVGFCPFGZRCPFGFVJGUGKPKVKCVKXGUCPFKP$TKVCKPHQT
example—where its emergence coincided with the expansion of 
VJGWPKXGTUKV[UGEVQTCPFVTCPUHQTOCVKQPQHCTVGFWECVKQPtKVYCU
able to impact on the institution. Think, for instance, of the politi-
cised tendencies within conceptual art; of neo-Brechtian theory 
KPƂNOCPFRJQVQITCRJ[VJGUQEKCNJKUVQTKECN/CTZKUVCPFETKVK-
ECNHGOKPKUVCRRTQCEJGUVQCTVFGXGNQRGFKPVJGUGXGPVKGUCPFVJG
TKUGQHEWNVWTCNUVWFKGU
YJQUGQTKIKPUKPVJG7PKVGF-KPIFQOFCVG
DCEMVQVJG9QTMGTUo'FWECVKQP#UUQEKCVKQPKPVJGƂHVKGUCPFVJG
KPKVKCVKXGUQHƂIWTGUNKMG4C[OQPF9KNNKCOUCPF'26JQORUQP 
6JKUKUPQVVJGRNCEGVQGZRNQTGVJGUGFGXGNQROGPVUtCPFVJGKT
history still remains to be written8—but we should note that each 
was seen to represent a rupture with the commonly accepted sense 
QHFKUEKRNKPG2QNKVKECNEQPEGRVWCNCTVVTQWDNGFVJGENCKOUVQCTVoU
UGNHTGƃGEVKPICWVQPQO[RJQVQITCRJ[oUOWNVKRNGUKVGUDTQMGVJG
usual institutionalised containers; critical and social approaches, 
+OOCPWGN-CPV2TGHCEGVQ(KTUV'FKVKQP
#ZK 
PQVG Critique of Pure ReasonVTCPU0QTOCP
Kemp Smith, London: Macmillan, 1929, p. 9.
5. Kant’s “tribunal” of the critique of pure reason, 
by interrogating the grounds of reason, sought 
to question the assumed legitimacy of the ration-
alists’ “tribunal of reason”. Kant, Critique of Pure 
Reason, A 751/B 779. See also Howard Caygill, A 
Kant Dictionary, Oxford: Blackwell, 1995, p. 139. 
6. Karl Marx, “Letter to Arnold Ruge”, September 
1843, Deutsch-Französische Jahrbücher. An alter-
PCVKXG VTCPUNCVKQP TWPU pVJG TWVJNGUU ETKVK-
cism of the existing order, ruthless in that it 
YKNNUJTKPMPGKVJGTHTQOKVUQYPFKUEQXGTKGU
nor from conflict with the powers that be”. 
Cf. Marx’s comments at the close of his 
#HVGTYQTF VQ VJG 5GEQPF )GTOCP 'FKVKQP
CapitalXQN6JGGORJCUKUQPETKVKEKUOCPF
freedom—“freedom to make public use of one’s 
reason in all matters”—can also be found in 
-CPVoUp#P#PUYGTVQVJG3WGUVKQPn9JCVKU
'PNKIJVGPOGPV!oq
Political Writings, trans. 
*$0KUDGV%CODTKFIG%CODTKFIG7PKXGTUKV[
2TGUURR*QYGXGT-CPVEKTEWO-
scribed his notion of freedom to that of reli-
IKQWU VJQWIJVCNNQYGFD[VJG2TWUUKCPMKPI
Fredrick II.
2GVGT1UDQTPGoUEQOOGPVVJCVp/CTZKUOKU
VJG XCPKUJKPIOGFKCVQT KP VJG HQTOCVKQPQH
cultural studies” is accurate. Osborn, Philosophy 
in Cultural TheoryRp2TCIOCVKUOKUVJGRJKN-
osophical unconscious of post-Marxist cultural 
studies” is the pendant argument, p. 9.
(QT VYQ KPKVKCNRGTURGEVKXGUDQVJ HQEWUGF
QP VJG7PKVGF-KPIFQO UGG(TGF1TVQPCPF
)TKUGNFC 2QNNQEM p/GOQTKGU 5VKNN VQ EQOGe
An Introduction”, Avant-Gardes and Partisans 
Reviewed, /CPEJGUVGT/CPEJGUVGT7PKXGTUKV[
2TGUU  CPF ,QP $KTF CPF .KUC 6KEMPGT
The BLOCK Reader in Visual Culture, London: 
4QWVNGFIGRRZKZKX
9. For example, the main appeal of psychoanaly-
sis for some writers from Marcuse on was that 
it was seen to offer ways to understand not just 
subject formation per seDWVOQTGURGEKƂECNN[
that it offered insights as to how the subject 
could be sutured into the dominant social 
ideologies, and thus how to resists, interrupt or 
FKUUQNXGVJGKODTKECVKQPUYKVJECRKVCNoUUQEKQ
psychic welding.
10. And “mediation” here does not mean 
pUWRRTGUUKQPqQTpQXGTEQOKPIq
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CTGCOGCPUVQGZRNQTGVJGUGPUGQHETKVKEKUOVJCVYGJCXGKPJGT-
ited and he is especially concerned with the formation of literary 
studies as a modern professional discipline in the years before and 
CHVGT9QTNF9CT6YQ+VYCUVJTQWIJVJKURGTKQFJGCTIWGUKPJKU
introduction to KeywordsVJCVpCFGEKUKXGFQOKPCPEGQHCPKFGCQH
criticism” was secured.12 Although there were other categories that 
were reformed or consolidated into their modern usage, in the case 
QHpETKVKEKUOqpVJGHQTOCVKQPYJKEJWPFGTNKGUVJKUFGXGNQROGPVKU
XGT[FKHƂEWNVVQWPFGTUVCPFDGECWUGKVJCUVCMGPUQUVTQPICJQNF
on our minds”.139KNNKCOUoCTIWOGPVKUVJCVVJKUEQPEGRVKQPQHETKVK-
EKUOECOGVQDGEQPUVTWGFCUCPKPGXKVCDNGTGUWNVQHTGURQPFKPIVQ
CTV6JKUPCVWTCNKUCVKQPQHVJGETKVKECNTGCEVKQPJGCTIWGUpCEVKXGN[
RTGXGPVU an understanding of response which does not assume the 
JCDKV
QTTKIJVQTFWV[QHLWFIOGPVq14 
9KNNKCOUCNUQGNWEKFCVGUUQOGHWTVJGTHCEGVU*GFGUETKDGUJQYKP
this form of critical judgement, it is assumed that the reception of 
impressions is isolated from the situation in which that reception is 
WPFGTVCMGP
pVJGKUQNCVKQPQHVJGTGEGRVKQPUQHKORTGUUKQPUq15 From 
this, a number of interrelated features of this model of criticism-as-
LWFIGOGPVECPDGUGGPKVUFKXQTEGHTQOVJGEQPVGZVQHVJGRJGPQOG-
PQPDGKPIETKVKEKUGF
VJGpCDUVTCEVKQPQHTGURQPUGHTQOKVUTGCNUKVWC-
VKQPCPFEKTEWOUVCPEGUqVJGEQPUVKVWVKQPQHVJGETKVKECNUWDLGEVCUC
“consumer” of sensations; and an ideological masking of “this posi-
tion by a succession of abstractions of its real terms of response”.16 
As we will see, these qualities—or, ones closely resembling them—
ECPDGHQWPFKPQVJGTCEEQWPVUQH
VTCFKVKQPCNETKVKEKUO
+POCP[TGICTFUHQNNQYKPI9KNNKCOUWPFGTYJQOJGUVWFKGF
6GTT['CINGVQPCNUQJKUVQTKEKUGUETKVKEKUOYKVJVJGGOGTIGPEGQH
capitalist social relations and rejects the notion of criticism as a 
V[RGQHPCVWTCNCWVQTGƃGZKXKV[IGPGTCVGFHTQOYKVJKPCTV'CINGVQP
likewise sees criticism as an institutional practice that helped to 
incorporate new classes or class fractions into a new cultural unity, 
either by establishing consensus or by constructing shared manners 
CPFVTCFKVKQPU9KNNKCOUEQPENWFGFJKUCEEQWPVQHETKVKEKUOD[CTIW-
KPIpYJCVCNYC[UPGGFUVQDGWPFGTUVQQFKUVJGURGEKƂEKV[QHVJG
TGURQPUG=VQCTV?YJKEJKUPQVCLWFIOGPVDWVCRTCEVKEGKPCEVKXG
and complex relations with the situation and conditions of the prac-
tice, and necessarily with other practices”.172TQDKPIVJGUGEQPFK-
VKQPU'CINGVQPPQVGUJQYKPVJGGKIJVGGPVJEGPVWT[ETKVKEKUOHWPE-
tioned within “a whole set of ideological institutions: periodicals, 
coffee houses, aesthetic and social treatises, classical translations, 
guide-books to manners and morals”.18 Criticism must be under-
stood as a practice that is itself situated among adjacent discourses.19 
$WV'CINGVQPYCPVUVQRTGUUJQOGCOQTGRTGEKUGRQKPV%TKVKEKUO
he argues, emerges within a “certain conjuncture” of different 
ideological realms, one where the aesthetic acquires an unusually 
JGKIJVGPGFTQNGCPFpKUpHQTGITQWPFGFqCUCRTKXKNGIGFDGCTGTQH
VJGVJGOGUQXGTYJKEJVJCV=UQEKCN?HQTOCVKQPDTQQFUq20 By this, 
'CINGVQPFQGUPQVOGCPVQKORN[VJCVpVJGCGUVJGVKEDGEQOGUVJG
FQOKPCPVTGIKQPQHVJGKFGQNQI[qCRQUKVKQPYJKEJ
CNDGKVRQUGFKP
UNKIJVN[FKHHGTGPVVGTOUYGOKIJVTGEQIPKUGHTQOCTIWOGPVUUQOG-
VKOGUCFXCPEGFKPTGEGPVCGUVJGVKEVJGQT[4CVJGTJGQWVNKPGUJQY
aesthetics has a capacity to form “alliances” with other discourses, 
UWEJCUVJGRQNKVKECNGVJKECNQTTGNKIKQWU6JKUCUUQEKCVKXGECRCE-
ity enables the aesthetic to speak of “more than” itself—and, in so 
FQKPIKVDGEQOGUCPQXGTFGVGTOKPGFEQPFGPUCVKQP of these other 
FKUEQWTUGU*QYGXGTVJGRCTVKEWNCTGHƂECE[QHVJKUTQNGNKGUKPVJG
There is nothing unique to this particular case. Specialisation 
RTQFWEGUPCTTQYKPIITQWRUQHRTQHGUUKQPCNUXGTUGFKPVJGXCNWGU
CPFNCPIWCIGQH VJGKTFKUEKRNKPG 
VJKU KU VJGUVQT[QHVGPVQNFD[
,ØTIGP*CDGTOCUCPFQVJGTUYJKEJEQPLQKPU-CPVoUFGOCPFHQT
ETKVKSWGCPF/CZ9GDGToUCEEQWPVQHVJGUGRCTCVKQPQHVJGMPQYN-
GFIGURJGTGU*QYGXGTVJGKUUWGUGGOUOQTGHWPFCOGPVCNN[VQ
FQYKVJRCTCFKIOUPQVVJGXCT[KPIRCTCFKIOUYKVJKPRCTVKEWNCT
disciplines, but paradigms of thought as shaped and represented 
by disciplines. Thus, while modern art theory and literary theory 
OC[UGGOVQDGENQUGN[EQIPCVG
DQVJYKVJEWNVWTCNQDLGEVUCVVJGKT
EQTGDQVJUJCTKPIOCP[OGVJQFQNQIKGUCPFDGKPIKPƃWGPEGFD[VJG
UCOGVJGQTGVKECNCRRTQCEJGUVJGKTQTKGPVCVKQPUVQVJGKTQDLGEVUCPF
procedures of study—their “habits” and “disciplines” of thinking—
EQPVKPWGVQUJQYVJGOCTMUQHVJGKTFKUVKPEVKXGJKUVQTKECNHQTOC-
tions. It is well to bear such problems in mind while discussing 
the transdisciplinary dream; not least because there is a tendency, 
YJGPTGNCVKPIJQYOQFGTPFKUEKRNKPGUGOGTIGFUKORN[VQGPXKU-
CIGVJCVDGHQTGVJGFKXGTIGPEGQHMPQYNGFIGVJGTGYCUCEQOOQP
root: a point when the arts were one, when they were at one with 
the “liberal arts” and humanities, or when the study of the natural 
sciences was inseparable from all these, and so forth. This “oneness” 
KUPQFQWDVQXGTUVCVGFCPFHCPVCUKUGF*QYGXGTKVYCURTGFKECVGF
QPCTGNKIKQWUYQTNFXKGYHTQOCPFCICKPUVYJKEJETKVKECNVJQWIJV
CUYGMPQYKVGOGTIGF9GJCXGVQDGECTGHWNJQYYGKOCIKPG
transdisciplinarity. The fantasy of a-disciplinarity, then, brings in 
its wake the dissolution of critical thought; the ambition of transdis-
ciplinarity, in contrast, must retain—indeed, depends on—it.
IV
I want now to turn to a selection of important contributions to the 
SWGUVKQPQHpETKVKEKUOqCNNKPUQOGYC[CUUQEKCVGFYKVJVJG0GY
Left, whether as participants, as precursors or as inheritors of its 
CODKVKQPU
CEQWRNGQHVJQUGVQDGEQPUKFGTGFEQWNFGXGPDGUCKFVQ
QEEWR[FWCNTQNGU1PGQHVJGOQUVUKIPKƂECPVƂIWTGUKPVJGOCM-
KPIQH$TKVKUJEWNVWTCNUVWFKGUNKVGTCT[VJGQTKUV4C[OQPF9KNNKCOU
was key to the formation of transdisciplinarity and was also impor-
VCPVKPVJGVTCPUKVKQPQH1NFVQ0GY.GHVp%TKVKEKUOqJGQDUGTXGU
pJCUDGEQOGCXGT[FKHƂEWNVYQTFq11*GTG9KNNKCOUKUPQVVT[KPIVQ
VTCEGVJGpFGƂPKVKQPqQHETKVKEKUOD[UGGMKPIQWVVJGTQQVUQHYQTFU 

KPVJGHQTOCNUGPUGQHGV[OQNQI[4CVJGTJGCFFTGUUGUpETKVKEKUOq
as one of his Keywords: an enquiry into the emergence of concepts 
VJTQWIJOQFGTPUQEKCNTGNCVKQPUCPKPXGUVKICVKQPKPVQVJGRTQE-
esses through which ideological assumptions were made, socially 
EQPVGUVGFCPFGODGFFGFKPQWTXQECDWNCT[9KNNKCOUKPFKECVGUVYQ
OCKPUGPUGUQHpETKVKEKUOqYJKEJQHVGPQXGTNCR6JGTGKUKVUEQOOQP
OGCPKPICUHCWNVƂPFKPIQTEGPUWTGFCVKPIDCEMKP'PINKUJWUCIG
VQVJGGCTN[UGXGPVGGPVJEGPVWT[6JGPVJGTGKUCOQTGURGEKCNKUGF
EQPPQVCVKQPYJKEJFGXGNQRGFHTQOVJGNCVGTUGXGPVGGPVJEGPVWT[
where criticism is understood as judgement and is associated with 
VJGFKUEQWTUGUQPVCUVGFKUETKOKPCVKQPCPFEWNVKXCVKQP+PJKUEQP-
UKFGTCVKQPU9KNNKCOURQKPVUVQVJGJKUVQTKECNGOGTIGPEGQHVJGRTCE-
VKEGQHETKVKEKUO
KPVJGNCVGUGXGPVGGPVJCPFGKIJVGGPVJEGPVWTKGU
CPFKVUCUUQEKCVKQPYKVJVJGRTGVGPUKQPUVQCWVJQTKV[CPFENCUUEQPƂ-
FGPEGQHCPGFWECVGFCPFRTKXKNGIGFUQEKCNUVTCVWO9KNNKCOUKUEQP-
cerned with the way that certain claims within the social hierarchy 
elide the fact that their judgement rests on socially-constructed and 
JKUVQTKECNN[UKVWCVGFRTCEVKEGU*KUJKUVQTKECNQDUGTXCVKQPUJQYGXGT
9KNNKCOUp+PVTQFWEVKQPqKeywords, p. 10.
9KNNKCOUp%TKVKEKUOqKeywords, p. 75.
14. Ibid., p. 76.
15. Ibid., p. 75.
16. Ibid., p. 76.
17. Ibid., p. 76.
'CINGVQPCriticism and Ideology: A Study in 
Marxist Literary Theory.QPFQP8GTUQ
 
R5GGCNUQ6GTT['CINGVQPThe Function of 
Criticism: From The Spectator to Post-Structuralism, 
London: Verso, 1984.
'CINGVQPCriticism and Ideology, p. 17.
20. Ibid., p. 20.
4C[OQPF9KNNKCOUp%TKVKEKUOqKeywords: 
A Vocabulary of Culture and Society, London: 
Fontana, 1976, p. 74.
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FKUVKPEVKXGHGCVWTGUQHVJGCGUVJGVKEKVURQYGTVQUWOOQPQTRNC[
QPUGPUWQWUKOOGFKCE[CHHGEVKXKV[CPFUQHQTVJ21 Accordingly, 
criticism emerged as the mediating locus of multiple discourses, 
as a prime site HQTVJKUpRTKXKNGIGFqDGCTKPIQHUQEKCNEQPEGTPUCPF
CNUQCUCPCHHGEVKXGFTKXGTQHVJGO6JKUVTCPUFKUEWTUKXGEQPEGPVTC-
VKQPVJGPCNNQYUETKVKEKUOVQTGCEJDG[QPFVJGPCTTQYEQPƂPGUQH
discrete social practices and to aspire towards the social totality. 
6CMKPIVJKURGTURGEVKXGQPVJGUQEKCNUKVWCVGFPGUQHETKVKEKUOoUTQNG
VJGKUUWGQHpFKUEKRNKPCTKV[q
CPFKVUUWTRCUUKPIKULWUVCFGXGNQROGPV
QPCFKHHGTGPVtPCTTQYGTCPFOQTGRCTVKEWNCTKUKPItNGXGN
9KNNKCOUoCEEQWPVKUCFOKVVGFN[CXGT[EQPEKUGHQTOWNCVKQP
but it could be taken to be suggesting that criticism is a social 
imposition upon the reception of cultural artefacts, and one that 
JGYQWNFRTGHGTVQQXGTVWTP+COPQVUWTGVJCV9KNNKCOUECPDG
interpreted so straightforwardly, but it is clear that, in his own 
CTIWOGPV'CINGVQPFQGUPQVRTGUGPVVJKUKPVGTRTGVCVKQP+PFGGF
he explains how aesthetic qualities become imbricated in the social 
role of modern criticism. Thus, “art” and “criticism” can be seen as 
“separate” only insofar as we fail to recognise their mutual integra-
VKQPYKVJKPVJGNCTIGTCGUVJGVKEFKXKUKQPQHNCDQWT6JG'CINGVQPCPF
9KNNKCOUVGZVUVJCV+TGHGTVQCTGHTQOVJGOKFUGXGPVKGUCNVJQWIJt
CU9KNNKCOURQKPVUQWVKPJKUKPVTQFWEVKQPtKeywords should be 
understood as synthesising arguments and research he had been 
FGXGNQRKPIHQTUQOG[GCTU'CINGVQPoUCTIWOGPVUUKVGVJGOUGNXGUKP
VJGOGVJQFQNQIKECNXCPIWCTFQHOKFUGXGPVKGU#PINQRJQPGEWNVWTCN
VJGQT[CPFtYKVJJKUGORJCUKUQPVJGpTGNCVKXGCWVQPQO[qQHETKVK-
cism and on complicating the “determinations”—typify the theo-
TGVKECNKPVGTGUVUQHVJG0GY.GHVKPVJKURGTKQF
CPFGURGEKCNN[VJQUG
QH.QWKU#NVJWUUGTXKC2KGTTG/CEJGTG[22 Still, both writers address 
the problem of art criticism from a political-cultural and historical 
RGTURGEVKXGYJKEJGZGORNKƂGUVJGOQOGPVQHKFGQNQIKECNETKVKEKUO
directed at the claims to modernist autonomy and “disinterested-
ness” then associated with Kantian philosophy—the legacies of 
which many were deeply suspicious and which came to be known 
as “aesthetic ideology”.23 
V
6JGYTKVKPIQH2GVGT1UDQTPGKUGURGEKCNN[KPUKIJVHWNJGTGDWVEQOGU
from after the reconsiderations of aesthetics—its re-association 
with political thought—that occurred in radical continental phi-
losophy in subsequent years.24 In particular, I want to consider how 
Osborne explores the relation between philosophy and cultural 
VJGQT[VJGNCVVGTGODTCEKPIEWNVWTCNUVWFKGUCTVVJGQT[CPFXKUWCN
EWNVWTGUtFGXGNQROGPVUOWEJ KPƃWGPEGFD[9KNNKCOU&GURKVG
the gulf between continental philosophy and cultural theory 

CPF VJG JKUVQTKECNN[QTKGPVCVGF CRRTQCEJGU QH 9KNNKCOU CPF
'CINGVQP1UDQTPGoUCKOKUVQGZRNQTGVJGKTEQOOQPpVTCPUFKUEK-
RNKPCT[q
QTCPVKFKUEKRNKPCT[CURKTCVKQPU(WTVJGTCPFEQPVTCT[
to the self-image of cultural theory, he considers cultural theory’s 
pVQVCNK\KPIVTCLGEVQT[qtKVUCRRGCNVQCHQTOQHWPKXGTUCNKV[URQMGP
KPVJGXQKEGQHHWVWTGCPVGTKQT
VJGRTQURGEVKXGN[TGVTQURGEVKXGQH
pKVYKNNJCXGDGGPq25 Here it is not possible to do full justice to the 
FGVCKNQHJKUCTIWOGPVUYJKEJCFFTGUUOCP[KUUWGUTGNGXCPVVQVJKU
XQNWOGCPFYJKEJCTGKPGXKVCDN[TCKUGFD[VJKUGUUC[VJGNQPIUVCPF-
KPIGNKUKQPDGVYGGPpCGUVJGVKEUqCPFpCTVq
CUNKRRCIG+JCXGCNNQYGF
VQRGTUKUV VJCVGOGTIGUDGVYGGP-CPVCPFVJG,GPC4QOCPVKEU 
a reading of Kant’s approach to “judgement” in the three Critiques 
and in the third Critique especially; the question of judgement 
CUpKPFGVGTOKPCVGqCPFpTGƃGEVKXGq26 A fuller engagement would 
need to explore more carefully and to situate “judgement” and 
pCGUVJGVKEUqDQVJQHYJKEJJCXGDGGPTCKUGFKPpRQNKVKECNEWNVWTCN
VJGQT[qOQFGD[VJGFKUEWUUKQPUQH9KNNKCOUCPF'CINGVQP5WHƂEG
it to say, Osborne takes his distance from the generic distrust of 
pLWFIGOGPVqEQOOQPVQEWNVWTCNTGNCVKXKUOJGCNUQKPVGTTQICVGU
VJGTGCFKPIUQH-CPVOCFGD[VJGGCTNKGT/CTZKCPCRRTQCEJGU
YJKEJ
YQWNFKPENWFGHQTGZCORNGVJQUGQH9KNNKCOUCPF'CINGVQPKPVJG
UGXGPVKGUYJKEJHQEWUGFQPETKVKEKUKPIUQEKCNENCKOUVQDGCDQXG
KPVGTGUV
VJCVKUYJKEJUGGMUVQPCVWTCNKUGKVUENCKOU&KUEWUUKPI
Kant, Osborne emphasises the emergence of “critique” as imma-
nent transcendental critique, the “critique of a particular power of 
the faculty of judgement, not criticism of particular judgements”.27 
His arguments raise far more issues than can be addressed, but I 
want to focus on Osborne’s discussions of historicity that occur in 
his distinction between art history and art criticism.
More exactly, Osborne addresses the types of temporal imagina-
tion associated with the history and criticism of art. He distinguish-
es the approaches taken by critics and historians—or, as he elabo-
rates, “the art history of the art critic” and “the art history of the 
CTVJKUVQTKCPq6JGNCVVGTJGUWIIGUVUVCMGCJKUVQTKEKUVRGTURGEVKXG
while the former engages the historical stakes of contemporaneity 
CPFKVUQTKGPVCVKQPVQVJGHWVWTG0QFQWDVKVECOGCUCUWTRTKUG
VQOCP[CTVJKUVQTKCPUVQƂPFVJGKTFKUEKRNKPGECUVCUJKUVQTKEKUV
increasingly, through the late twentieth century, modern art history 
has prided itself on its methodological departure from historicism, 
YJKEJKVUGGUCUCEJCTCEVGTKUVKEQHKVUGCTNKGT
pRTGETKVKECNqHQTOU
&KRNQOCVKECUJGVTKGUVQDGVQYCTFUEQPVGORQTCT[CTVJKUVQT[
JKU
essay was, after all, being published in the journal of the Association 
QH#TV*KUVQTKCPUVJGEGPVTCNKORNKECVKQPKUPQVVJCVUQOGCTVJKUVQ-
rians are historicists while others are not, but that art-historical 
attention—“the art history of the art historian”—remains within the 
VGORQTCNRCTCOGVGTUQHVJGJKUVQTKEKUVGPFGCXQWT 9JGP1UDQTPG
talks of “historicism”, he means the type of historicism famously 
EJCNNGPIGFD['*%CTTKPVJGPKPGVGGPƂHVKGUVJGPKPGVGGPVJEGP-
tury historicism associated with Ranke or Michelet, with its claim 
VQQDLGEVKXKUOCPFKVUEQPUVKVWVKXGDNKPFPGUUVQKVUQYPUWDLGEVKXG
politics.28 He also presents historicism in the sense of a chronologi-
ECNPCTTCVKXGQHRTQITGUUKXGFGXGNQROGPVYJKEJYCUQPEGEJCTCE-
terised by Rosalind Krauss as the “choo-choo train” of art history. 
#UCPGZCORNGQHJKUVQTKEKUVOGVJQF-TCWUUJCFKPOKPFCDQXGCNN
VJGYTKVKPIUQHVJGCTVETKVKE%NGOGPV)TGGPDGTI*QYGXGTYJKNG
1UDQTPGKUPQCFXQECVGQHVJG)TGGPDGTIKCPCRRTQCEJJKUEQPEGRVQH
art criticism includes Greenberg and the early writing of Greenberg 
QHHGTU1UDQTPGDGNKGXGUCRQUKVKXGGZCORNGQHVJGETKVKECNOQFG 
In “Art Beyond Aesthetics” he makes more of Harold Rosenberg, 
from whose brief insight—“Art criticism today is art history, though 
not necessarily the art history of the art historian”—Osborne 
departs. Greenberg is addressed more fully in the chapter on “Time 
and the Artwork”, where Osborne outlines the tensions emerging 
DGVYGGPVJGXCT[KPIOQFCNKVKGUFGVGEVCDNGKP)TGGPDGTIoUYTKVKPIU 

pETKVKEqpCGUVJGVKEKCPqCPFpJKUVQTKCPq29 
Osborne, of course, fully recognizes that the distinction between 
history and criticism has become less clear since the sixties. He 
knows too that there has been a blurring of writerly practices 
with the making of art.30*QYGXGTJKURQKPVKUPQVCPGHHQTVVQ
26. Osborne, op. cit., p. 30.
27. Osborne, “Art Beyond Aesthetics”, p. 658. 
This conception of critique contrast with Kant’s 
GCTNKGTUGPUGQHETKVKSWGCUFQEVTKPG
UEKGPEGQT
as empirical.
'*%CTTWhat is History?.QPFQP2GPIWKP
ƂTUVRWDNKUJGFCf. Osborne, Philosophy 
in Cultural Theory, p. 78.
29. Osborne, Philosophy in Cultural Theory, p. 83. 
(QTVJGUCMGQHDTGXKV[ +YKNN NGCXGCUKFGVJG
second of these modes.
30. Osborne, “Art Beyond Aesthetics”, 
pp. 651-653.
21. Ibid.RR'CINGVQPTGRGCVUVJKUCTIWOGPV
some years later: “the category of the aesthetic 
CUUWOGUVJGKORQTVCPEGKVFQGUKPOQFGTP'WTQRG 
because in speaking of art it speaks of other 
matters too, which are at the heart of the middle 
class’s struggle for political hegemony”. Terry 
'CINGVQP The Ideology of the Aesthetic, Oxford: 
Blackwell, 1990, p. 3.
9KNNKCOUVQWEJGUQP'CINGVQPoUCriticism and 
IdeologyCUCURGEKƂEJKUVQTKECNCPFRQNKVKECNDTCPEJ
QHpNKVGTCT[UVTWEVWTCNKUOq5GG9KNNKCOUp6JG
%TKUKUKP'PINKUJ5VWFKGUqWriting in Society, p. 207. 
+PVJGUCOGRKGEG9KNNKCOUPQVGUVJCVJKUQYP
articulation of “cultural materialism” can be dated 
VQR9KNNKCOURGTEGKXGUVJCVCTCFKECN
CPFJKUVQTKECNUGOKQVKEU
CUQRRQUGFVQCUVTWE-
VWTCNKUVFKURNCEGOGPVQHJKUVQT[EQWNFDGCMKPVQ
his understanding of cultural materialism; both, 
JGUWIIGUVUTGƃGEVETKVKECNN[QPVJGFKUEKRNKPCT[
RCTCFKIOKVUGNH
TCVJGTVJCPDGKPIFGƂPGFUKORN[
D[ VJG QDLGEV QH MPQYNGFIG R 9KNNKCOU
implies that the Althusserian model so general-
KUGUpKFGQNQI[qCUCNNRGTXCUKXGVQUWEJCPGZVGPV
as to make it un-analysable, except by means of 
VJGQT[ 
RR Criticism and Ideology had a 
UKIPKƂECPVUGEVKQPFGXQVGFVQ9KNNKCOU'CINGVQP
ƂPFU9KNNNKCOUVQQKPENKPGFVQRQRWNKUOCPFVQQ
KORTGEKUGKPJKUECVGIQTKGU
pUVTWEVWTGQHHGGNKPIq
GXGPYKVJJKUTCRRTQEJGOGPVYKVJ/CTZKUO
CPF
his modifications Gramsci’s “hegemony”, for 
KPUVCPEG6JGKTFKHHGTGPEGUKPVJGUOKIJVDG
loosely indicated by the Althusserian preferences 
of the one, compared to the Lukácsian leanings 
QHVJGQVJGT5GG'CINGVQPCriticism and Ideology, 
RRCPFVJGGUUC[UEQNNGEVGFKP9KNNKCOU
Problems in Materialism and Culture: Selected Essays, 
.QPFQP8GTUQCPF0GY.GHV$QQMU
23. The link between modernism and Kant was 
made explicitly by Clement Greenberg. See 
%NGOGPV)TGGPDGTIp/QFGTPKUV2CKPVKPIq

The Collected Essays and CriticismXQN,QJP1o$TKCP

GF%JKECIQ7PKXGTUKV[QH%JKECIQ2TGUU
RR-WTV(QTUVGToUKPƃWGPVKCNGUUC[QPCTV
JKUVQT[HTQOIKXGUCIQQFUGPUGQHVJGITQY-
ing suspicion of aesthetics as a bourgeois category 
PGGFKPIFGO[UVKƂECVKQP-WTV(QTUVGTp%TKVKECN
*KUVQT[QH#TVQT6TCPUƂIWTCVKQPQH8CNWGUqNew 
Literary HistoryXQNRR5GGCNUQ
1-9GTEMOGKUVGTp/CTZQP+FGQNQI[CPF#TVq
New Literary HistoryXQNRR5GG
CNUQ2CWN&G/CPAesthetic Ideology, Minneapolis: 
7PKXGTUKV[QH/KPPGUQVC2TGUU#NVJQWIJ
the posthumously published collection focuses 
the issue, De Man’s critical deconstruction of 
“aesthetic ideology” can be found through his 
earlier writings.
5[ORVQOCVKEQH VJGUJKHV KU'CINGVQPoUThe 
Ideology of the Aesthetic, Oxford: Blackwell, 1990, 
YJKEJCFXCPEGUVJGFQWDNGCTIWOGPVYJGTGVJG
aesthetic is seen both as an ideological formation 
of capitalism and also as offering a space to chal-
lenge the dominant ideology.
25. Osborne, Philosophy in Cultural Theory, London: 
Routledge, 2000. See the opening chapter, pp 1-19, 
and especially pp. 16-19. Cultural studies, along 
with Frankfurt School Critical Theory, is a special-
ism in a “cross-disciplinary type of generality”, he 
CTIWGU
R+PVGTOUQHKVUJKUVQTKECNCPFURGEWNC-
VKXGEJCTCEVGT1UDQTPGCNUQEQORCTGUVJKUpCPVK
disciplinary specialism” to anti-disciplinary types 
QHRJKNQUQRJ[
VJCVKUEQPVKPGPVCNR
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TGFGOCTECVG VJG XCTKQWU KPUVKVWVKQPCN DQTFGTUtCPF TGGPICIG
turf wars—within the art world. Rather, the functions “critic” 
and “historian” might be best understood as limit cases within 
an argument concerning how we relate to time. The central issue 
turns on the temporal orientations of the thought associated with 
art history and criticism, and Osborne’s interest is primarily in 
elaborating the latter’s “mode of historicality”.315RGEKƂECNN[VJG
question being addressed is how to think the historicity of the 
RTGUGPVJQYVQITCURVJGRTGUGPVJKUVQTKECNN[
TCVJGTVJCPVJKPMKPI
it merely as “contemporary”, as just the latest link in a chronologi-
ECNEJCKP32+PVJKURGTURGEVKXGDQVJpJKUVQTKEKUOqCPFVJGHGVKUJ
QHVJGEQPVGORQTCT[CTGtEQPUEKQWUQTPQVtGXCUKQPUQHJKUVQTKEKV[
*QYGXGTKHJKUVQTKEKUOGHHCEGUHWVWTKV[
CPFKUFGJKUVQTKEK\KPICPF
FGVGORQTCNK\KPI33 following Adorno, Osborne takes the fetish of 
VJGPGYGXGPKPKVUYGCMGTCTVKEWNCVKQPUCUUVKNNTGXGCNKPICURGEVU
QHJKUVQTKECNKV[0GXGTVJGNGUU KV KU VJGUVTQPIGTCTVKEWNCVKQPUQH
EQPVGORQTCPGKV[VJCV1UDQTPGUGGMUVQCFXCPEGYJGTGYGOKIJV
UC[pVJGPGYqEGFGUVQVJGJKUVQTKECNRGTURGEVKXGCPFEQPVGZVWCN
URGEKƂEKV[CPFVQVJGFGKEVKEFGENCTCVKXGWTIKPICPFRQNKVKECNKPVGP-
tion of “the now”.
His argument is elaborated in “Time and the Artwork” in relation 
VQ)TGGPDGTIUQUQOGGZCORNGUYKNNDGJGNRHWNJQYGXGTVJGCKO
JGTGKUVQTGQRGPPGKVJGTVJGFGDCVGUQXGT)TGGPDGTICUUWEJPQT
VJQUGQXGTVJGHCVGQHCTVETKVKEKUODWVKPUVGCFKVKUVQFTCYQWVJQY
1UDQTPGFGUETKDGUVJGURGEKƂEVGORQTCNKV[QTOQFGQHJKUVQTKECNKV[
Of Greenberg’s work of the late thirties and early forties, he notes: 
This is the temporal mode associated with the “critic”, which—
1UDQTPGDGNKGXGUtYCUQXGTVCMGPD[)TGGPDGTIoU NCVGT KPETGCU-
KPIN[ TKIKF CPFRTQITGUUKXKUV PCTTCVKXG QHOGFKWOURGEKHKEKV[ 

JKUpCTVJKUVQT[QHVJGCTVJKUVQTKCPq1UDQTPGTGNCVGUVJKUVQJKU
FKUEWUUKQPQHVJGEQPEGRVQHOQFGTPKV[YKVJKPYJKEJJGƂPFUCVGP-
UKQPtCpRCTCFQZKECNVGORQTCNFQWDNKPIqtDGVYGGPKVUpPCTTCVKXGq 

C TGKƂGFJKUVQTKEKUV EJTQPQNQI[CPF KVURGTHQTOCVKXGRTGUGPV 

QTpFKUEWTUKXGqFKOGPUKQPU6JGETKVKEoUCRRTQCEJKUCNNKGFVQVJG
NCVVGTCPFKUFGUETKDGFCURTQFWEVKXGKVGTCVKXGCPFRQNKVKECN+VKPVGT-
TWRVUVJGIKXGPPCTTCVKXGVGORQTCNKVKGUCPFGPICIGUKPpRQUKVKQPU
of historical enunciation and address”; it can be understood as 
pCPCEVQHJKUVQTKECNUGNHFGƂPKVKQPVJTQWIJFKHHGTGPVKCVKQPKFGPVK-
ƂECVKQPCPFRTQLGEVKQPYJKEJVTCPUEGPFUVJGQTFGTQHEJTQPQNQI[
in the construction of a meaningful present”.35 The art history of 
VJGCTVETKVKEKURQUGFCUpVJGKVGTCVKXGUQEKCNEQPUVKVWVKQPQHVJG
YQTMVJTQWIJVJGƂGNFQHJKUVQTKECNLWFIGOGPVCUGODQFKGFKP
the totality of critical practices that make up the art institution”.36 
In “Art Beyond Aesthetics”, Osborne describes this as an attention 
VQVJGpHWVWTGRGTHQTOCVKXGFKOGPUKQPQHVJGVGORQTCNNQIKEQH
historical totalization”.37'UUGPVKCNN[JGGNWEKFCVGUCFKUVKPEVKQP
between history understood, on the one hand, as something to be 
CFFTGUUGF
CUVJGCEVKXKV[QHCFFTGUUKPICUGTKGUQHGZVGTPCNQDLGEVU
QHVJGRCUVCUCPpQDLGEVQHUVWF[qCPFQPVJGQVJGTEQPEGKXKPI
history as process—and, more especially, a process in which sub-
LGEVUWPFGTUVCPFVJGOUGNXGUCURCTVKEKRCPVU
VI
Although Osborne sets up his contrast between “art criticism” and 
“art history”, the substance of the distinction, I would argue, can 
be extended to, and considered as an internal distinction with-
in, criticism itself. Accordingly, it would be necessary to attend to 
the difference between an externalised conception of criticism 
CPFQPGVJCVUVTKXGUVQEQPEGKXGKVUGNHYKVJKPVJGUVCMGUQHJKUVQT[
#TIWCDN[ VJG FQOKPCPV ETKVKECN HQTO GPEQWPVGTGF VQFC[tGXGP
on the left—is the former. The model of “external criticism of” 
lies closest to the type of criticism that is now associated with pro-
HGUUKQPCNCEVKXKV[KVUJCTGUVJGCDUVTCEVKQPHTQOEQPVGZVCPFEQP-
UWOGTNKMGTGNCVKQPVJCVYGGPEQWPVGTGFKP9KNNKCOUoFKUEWUUKQP38 
6JG UGEQPF CRRTQCEJ VQ ETKVKECN CEVKXKV[ WPFGTUVCPFU KVUGNH CU
processually situated, as implicated in contesting the historic-
KV[QH VJGRTGUGPV 
VJCV KUCUUVCMKPIVJGHWVWTG KPVJGJGTGCPF
PQY2QUKPIETKVKSWGCURTCZKCNKUVQRWUJVJGRQKPVHWTVJGTVJCP
Osborne does, although it does seem implicit in his account. 
6JKUKUVQUC[OQTGVJCPVJCVETKVKEKUOKUGPWEKCVKXGKVGTCVKXGCPF
RTQFWEVKXGCNVJQWIJUWEJHGCVWTGUEGTVCKPN[DGNQPIVQCRTQEGUUW-
CNRTCZKCNEQPEGRVQHETKVKSWGYGYQWNFHQTGZCORNGOQXGHTQO
pRTQFWEVKXGqKPKVUIGPGTCNIGPGTCVKXGUGPUGVQCUVTQPIGTUQEKCNN[
EQPUVTWEVKXGCTVKEWNCVKQP5VKNNVJKUUVTGVEJKPIQHVJGCTIWOGPVKUPQV
unwarranted, since something close to this model appeared in the 
HQWPFKPIUVCVGOGPVUQHETKVKECNVJGQT[CFXCPEGFKPKPVYQCTVK-
cles for the Zeitschrift für Sozialforschung, the journal of the Institute 
HQT5QEKCN4GUGCTEJ
VJG(TCPMHWTV5EJQQND[/CZ*QTMJGKOGTCPF
Herbert Marcuse.39 These discussions depart from an exploration of 
pETKVKEKUOqKPKVUPCTTQYGTUGPUGQHCTVQTNKVGTCT[ETKVKEKUO
1UDQTPGoU
discussion has, I think, ciphered some of the ambitions this wider 
debate into his address to “art criticism”, although he addresses nei-
VJGT*QTMJGKOGTPQT/CTEWUGKPCP[FGVCKN 40 Their domain is a 
RQNKVKECNTGƃGEVKQPQPRJKNQUQRJ[0GXGTVJGNGUUVJGJKUVQTKECNVTCPUK-
VKQPUQHVJG'PNKIJVGPOGPVCPFVJGGKIJVGGPVJEGPVWT[tVQYJKEJ
9KNNKCOU'CINGVQPCPF1UDQTPGCVVGPFtTGOCKPKORQTVCPVHQTVJGUG
CEEQWPVU
VTCPUHQTOCVKQPUCUUQEKCVGFCEEQTFKPIVQ*QTMJGKOGTYKVJ
the challenge to dogmatism and the rise of the “consciousUWDLGEVq 
For both Horkheimer and Marcuse, critical theory was posed as 
contributing to the material transformation of society and to the 
attainment of human happiness. As has often been noted, the des-
KIPCVKQPpETKVKECNVJGQT[qUGTXGUKP*QTMJGKOGToUGUUC[CUCD[YQTF
HQT/CTZKUOQTCVNGCUVHQTCV[RGQH/CTZKUO
VJGGUUC[DGKPICETK-
tique of the Second and Third Internationals; its context, the Institut’s 
TGNQECVKQPVQ%QNWODKC7PKXGTUKV[/CTEWUGKUOQTGGZRNKEKVKPEQP-
joining critical theory with historical materialism. Critical theory— 
or “true materialism”, as Marcuse calls it—is distinguished from the 
pHCNUGqOCVGTKCNKUOQHDQWTIGQKURTCEVKEG0GXGTVJGNGUUVJGEKTEWO-
stances of the Institut are apparent as subtext in both essays: the 
YGNEQOGIKXGPD[VJG0GY;QTMWPKXGTUKV[JCXKPIVQDGDCNCPEGF
against the general intellectual inhospitability of American social 
VJGQT[VQVJGURGEWNCVKXGRJKNQUQRJ[RTCEVKUGFD[OCP[OGODGTUQH
the Frankfurt School.
“Critical theory” is contrasted by Horkheimer to “traditional theo-
T[qVJCVKUVQCRJKNQUQRJ[VJCVTGOCKPUCHƂTOCVKXGQHGZKUVKPIUQEK-
GV[9JGTGVTCFKVKQPCNCEEQWPVUGORJCUKUGUGTKGUCPFHCEVUETKVKECN
thinking, he argues, attends to the dialectic of forces and counter-
forces. Marcuse understands critical theory not so much as a rejection 
QHRJKNQUQRJ[DWVƂTUVCUVJGCODKVKQPVQUCNXCIGVJGVTWVJHTQO
31. Osborne, Philosophy in Cultural Theory, p. 82.
32. Osborne, “Art Beyond Aesthetics”, p. 651.
33. Osborne, Philosophy in Cultural Theory, p. 83.
34. Ibid., p. 82.
35. Osborne, Ibid.R UGNHEKVGFJQYGXGT
from his book on The Politics of Time: Modernity 
and Avant-Garde, London: Verso, 1995, p. 14, 
where he discusses “Modernity: A Different 
Time”.
36. Osborne, Philosophy in Cultural Theory, p. 84.
37. Osborne, “Art Beyond Aesthetics”, p. 656. 
He adds that this can’t be separated from “the 
critical actQHLWFIGOGPVq
1UDQTPGoUGORJCUKU
YJKEJJCUJGCTIWGUCpSWCNKVCVKXGN[JKUVQTK-
cal temporality” rather than the “chronological 
temporality of historicism”, p. 656.
38. An extended account would need at this 
point to elaborate the nature of “judgement”, 
UKPEGVJGCEVQHLWFIGOGPVKUTCKUGFD[9KNNKCOU 
39. Both in Zeitschrift für SozialforschungXQNPQ
'PINKUJVTCPUNCVKQPU*GTDGTV/CTEWUG
p2JKNQUQRJ[ CPF%TKVKECN 6JGQT[qNegations: 
Essays in Critical Theory , trans. Jeremy J. Shapiro, 
London: Free Association Books, 1988; Max 
Horkheimer, “Traditional and Critical Theory”, 
Critical Theory: Selected Essays, trans. Matthew J. 
1o%QPPGNN0GY;QTM%QPVKPWWO
40. In a footnote Osborne cites Helmut 
Dubiel’s periodisation of the early phases of 
VJG(TCPMHWTV5EJQQN
YJKEJFKUVKP-
guishes the “interdisciplinary materialism” 
of 1930-37 from the “critical theory” of 1937-
+VKUQDUGTXGFVJCVD[pVJGF[PCOKE
relations between interdisciplinary research, 
theory construction, dialectical presentation, 
and political projection had been stilled by the 
QXGTFGVGTOKPKPIUYC[QHVJGETKVKSWGQHKPUVTW-
mental reason”, Osborne, Philosophy in Cultural 
Theory, p. 120, n. 12.
… rather than following art history in its adoption of the time con-
sciousness of nineteenth-century historicism, its notion of modernism 
as self-criticism operated with a genuinely “tensed” conception of his-
VQTKECNVKOGEGPVTGFQPVJGJKUVQTKECNRTGUGPVQHVJGGPWPEKCVKXGCEVe
CPFKVUTGNCVKQPUQHPGICVKQPVQRCUVGXGPVUe34
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philosophy’s abstraction and, secondly, as the ambition to reclaim 
RJKNQUQRJ[oUpUWTRCUUKPIqEQPVGPV
KVURQKPVKPIDG[QPFVJGGZKUVGPV41 
2JKNQUQRJ[/CTEWUGVJKPMUpQTKGPVCVGFVQVJGRQVGPVKCNKVKGUQHOCP
N[KPIDG[QPFJKUHCEVWCNUVCVWUqDWVYCUUV[OKGFKPVJKUGPFGCXQWT42 
%TKVKECNVJGQT[UGGMUCUJGRWVUKVpQPN[VJGURGEKƂEUQEKCNEQPFK-
tions at the root of philosophy’s inability to pose the problems in 
COQTGEQORTGJGPUKXGYC[CPFVQKPFKECVGVJCVCP[QVJGTUQNWVKQP
lay beyond that philosophy’s boundaries”.43 The reason for this scle-
rosis was, according to Marcuse, philosophy’s inability to confront 
VYQRTQDNGOUVJGFKXKUKQPQHOGPVCNHTQOOCPWCNNCDQWTCPFVJG
HCKNWTGQHTGXQNWVKQP0QVVJCVGKVJGTQHVJGUGRTQDNGOUEQWNFDGGXCF-
ed simply by ignoring them; on the contrary, both were—and here 
Marcuse draws on Freudian tropes—internalised by philosophy as its 
ownCDUVTCEVEJCTCEVGT%TKVKECNVJGQT[DGICPCUCPGHHQTVVQQXGTEQOG
this limitation. Like communism, it sought the realisation of reason 
YJKEJRJKNQUQRJ[JCFDGGPWPCDNGVQCEJKGXGRTQXKFKPI/CTEWUG
argues, the foundations for social transformation.44
6JGUGGZRQUKVKQPUQHETKVKECNVJGQT[FTCYQWVCFKUVKPEVKXGTGNCVKQPVQ
time and a particular conception of the relation between subject and 
object. It terms of its temporality, it is a mode of thought which tries 
to understand its own part in, what Horkheimer calls, “continuous 
alteration”, and which is “conditioned by [a] conscious relation to his-
VQTKECNRTCEVKEGq6QDGpETKVKECNqKUVQDGHWVWTGQTKGPVCVGF
WPFGTUVQQF
not in a narrowly linear manner, but in the sense of a social claim and 
VJGCODKVKQPQHJWOCPHTGGFQO+VKUCNUQVQWPFGTUVCPFVJGUWDLGEV
QDLGEVTGNCVKQPKPCFKUVKPEVKXGYC[+PEQPVTCUVVQVTCFKVKQPCNVJGQT[oU
treatment of subject and object as separate and mutually external, the 
JWOCPDGKPIKUVCMGPCUVJGCEVKXGUWDLGEVQHJKUVQT[CPFUQEKCNUVTWIING
Critical theory is, as Horkheimer put it, an attempt to break down the 
Cartesian dualism of thought and being by uniting theory and practice. 
Instead of being independent from one another, subject and object are 
WPFGTUVQQFCUDGKPITGEKRTQECNN[FGRGPFGPVCPFCEVKXGN[KPVGTXGPKPI 
#UKOKNCTRQKPVKUFGXGNQRGFD[/CTEWUGKPUGGMKPIVJGVTWVJEQPVGPV
of philosophy, critical theory should be clearly distinguished from 
sociology; it did not set out merely to pursue sociological explana-
tions that showed the dependency of philosophical consciousness 
on social structures.45+VKUPQVUQOWEJVJGRGTEGKXGFTGFWEVKXGPGUU
of such “sociological” approaches that troubles Marcuse; rather, 
he sees sociology’s primary shortcomings as being its separation of 
subject from object, its combining of “the “contingency” of predica-
tion and the “externality” of the process of judgment”.46 
VII
For all their differences, the themes being played out in these 
CEEQWPVUQHETKVKEKUOt9KNNKCOU'CINGVQP1UDQTPG*QTMJGKOGT
Marcuse—turn on some similar arguments: a processual or praxial 
HQTOQHETKVKSWGXGTUWUQPGYJGTGVJGGZVGTPCNKV[QHLWFIGOGPVKU
emphasised; where the former is situated historically and situates 
itself as historical.47 Horkheimer makes a particularly astute obser-
XCVKQP+VYQWNFDGYTQPIJGUWIIGUVUVQCUUWOGVJCVVTCFKVKQPCN 
VJGQTKUVURTQOQVGVQNGTCVGQTGXGPUKORN[HCKNVQTGEQIPKUGUQEKCN
injustices; indeed, there are many who fundamentally oppose 
UQEKCNKPGSWCNKV[CPFFKUETKOKPCVKQP+VKUPQVUWDLGEVKXGHGGNKPIRQNKVK-
ECNCVVKVWFGRGTUQPCNEQPXKEVKQPRQUUGUUKQPUQHETKVKECNMPQYNGFIGQT
UQEKCNRTGHGTGPEGVJGPYJKEJFKUVKPIWKUJGUETKVKECNVJGQTKUVU9JCV
differentiates the traditional from the critical theorist, Horkheimer 
CTIWGUKUVJCVVJGHQTOGTFKXKFGURTQHGUUKQPCNQTpURGEKCNKUVUGNHqHTQO
pEKVK\GPUGNHqKPUJQTVMPQYNGFIGKUFKXQTEGFHTQORQNKVKECNCEVKXKV[
The idea of the citizen self—which also appears in Lukács’ appeal to 
VJG
PCTTCVKXGƂIWTGQHVJGpOKNKVCPVEKVQ[GPqtJCUDGEQOGEQORTQ-
mised of late.48 It sounds either too humanist, too beholden to the 
notion of the rational—or centred-subject, or too reliant on nation 
CPFUVCVG
YJGTGVJGTGCTGVJQUGRTKXKNGIGFYKVJCPFVJQUGGZENWFGF
HTQOEKVK\GPUJKRKVUQWPFUVQQDQWTIGQKU+VKPXQMGUOQTGTGEGPV
demands to meet citizenship requirements, the placing of citizen-
ship classes on the school curriculum, or those exhortations from 
neoliberal politicians urging us to play our part in their austerity 
management: understandable reasons to doubt the usefulness of the 
KFGCHQTTCFKECNETKVKECNUQEKCNRTQLGEVU;GVVJKUpEKVK\GPUGNHqOKIJV
GSWCNN[DGWPFGTUVQQFCUVJGpRWDNKEqpRQNKVKECNqpGPICIGFqQTGXGP
pRCTVKUCPqUGNH/QTGQXGTKPIGVVKPIJWPIWRQPVJGVGTOUpUGNHqCPF
“citizen”, we could be missing the main point. The central concern 
KUYKVJUQOGVJKPIGNUGVQEJCNNGPIGVJGTGKƂECVKQPQHVJGRQNKVKECN
UWDLGEVCPFJKUJGTFGNKOKVKPIVQCEQPVGORNCVKXGTQNG
6JGTGCTGKORQTVCPVKPUKIJVUJGTGHQTQWTEWTTGPVEQPVGZVVJGCFXQ-
cates of critical theory today —including the critical theory of art 
CPFEWNVWTGOC[EQOOKVVJGOUGNXGUKFGQNQIKECNN[CPFUWDLGEVKXGN[
VQRTQITGUUKXGRQNKVKEUDWVYJKNGVJG[GZKUVCRCTVHTQOETKVKECNRTCE-
tice their commitment will remain fragile, always likely, in all but 
PCOGVQUNKRDCEMKPVQVTCFKVKQPCNVJGQT[9GCTGDGKPITGOKPFGF
to consider Marx’s challenge to approaches where “things, reality, 
UGPUWQWUPGUUCTGEQPEGKXGFQPN[ KP VJG HQTOQH VJGQDLGEVQTQH
EQPVGORNCVKQPDWVPQVCUJWOCPUGPUWQWUCEVKXKV[RTCEVKEGPQV
UWDLGEVKXGN[q49 This description was of early forms of materialist 
philosophy; in contrast, idealism, he argued, had emphasised the 
pCEVKXGUKFGqCNDGKVQPN[CDUVTCEVN[/CTZoUKOOGFKCVGKPVGTNQEWVQT
was Ludwig Feuerbach, who had claimed to go beyond the disjunc-
VKQPDGVYGGPOCVGTKCNKUOCPFKFGCNKUO
D[CPVJTQRQNQIKUKPITGNKIKQP 
6Q/CTZoUOKPFJQYGXGT(GWGTDCEJJCFHCKNGFVQVJKPMUGPUWQWUPGUU
CUpRTCEVKECNJWOCPUGPUWQWUCEVKXKV[qQTVQITCURpJWOCPCEVKXKV[
KVUGNHCUQDLGEVKXGCEVKXKV[qJGJCFHCKNGFVQOGGVJKUQYPFGOCPFUHQT
the sensuous, displacing idealism’s abstract thinking with “sensuous 
contemplation”—sensuousness in thought rather than sensuousness 
as “practical-critical”. Of course, one of the central historical paradoxes 
of Frankfurt School critical theory—as practised by Horkheimer and 
#FQTPQCDQXGCNNtYCUKVUTGXGTUKQPVQVJGXGT[CRRTQCEJGUKVKPKVKCN-
N[UGVQWVVQETKVKEKUG1TCUYGJCXGCNTGCF[UGGP/CTEWUGCTIWKPI 
turning away from the problems—the problem of praxis presented 
D[VJGUQEKCNFKXKUKQPQHNCDQWTCPFVJGHCKNWTGQHTGXQNWVKQPtGPFU
WRYKVJVJQUGRTQDNGOUTGKORQUKPIVJGOUGNXGUCDUVTCEVN[YKVJKP
philosophical forms.
Further, the question before us today—especially in the academy of 
VJGRQUV0GY.GHVtOC[DGVJKUVJGGZVGPVVQYJKEJVJGpRTQHGUUKQPCN
UGNHqJCUUWTTGRVKVKQWUN[tDWVPGXGTVJGNGUUJQRGNGUUN[tCUUWOGFVJG
identity and tropes of the “citizen self”, claiming the latter’s “praxis” 
and address to the transformation of social totality.50 Although, at 
ƂTUVUKIJVVJKURQUKVKQPECPCRRGCTVQJCXGVJGCFXCPVCIGQHTGHWUKPI
VQUGRCTCVGVJGUGVYQpUGNXGUqKVCNNVQQQHVGPEQPUKUVUKPUQOGVJKPI
EQPUKFGTCDN[OQTGEKTEWOUETKDGFVJGWPKXGTUCNCURKTCVKQPENCKOGF
KUOCFGHTQOCTGKƂGFRGTURGEVKXG6JGGHHGEVKXGPGUUQHRQNKVKECN
ambitions embedded in transdisciplinarity will remain foreclosed 
until this problem—the separation and the pseudo-unity—can be 
confronted.
/CTEWUGp2JKNQUQRJ[CPF%TKVKECN6JGQT[q
pp. 148-9.
42. Ibid., p. 146.
43. Ibid., pp.149-150.
44. Ibid., p. 141. Cf. p. 135, p. 153 and p. 158. The 
TCVKQPCNKUVEQPXKEVKQPVJCV/CTEWUGGZRTGUUGF
should not be understood as a blind faith in 
rationalism. For Marcuse, reason should be 
VCMGPCUVJGRTCEVKEGQHpEQPETGVGKPFKXKFWCNU
KPVJGKTURGEKƂEUQEKCNUKVWCVKQPqPQVCUVJGpVJG
absolute ground or essence of what is”. Herbert 
Marcuse, “The Struggle against Liberalism 
KPVJG6QVCNKVCTKCP8KGYQH VJG5VCVGq 

Negations: Essays in Critical Theory, trans. Jeremy J. 
Shapiro, London: Free Association Books, 1988, 
p. 272 n. 25. See also pp. 14-16, where Marcuse 
emphasises that his presentation of rational-
ism takes the form of an ideal-type, his main 
purpose being to clarify the counter-concept of 
irrationalism.
/CTEWUGp2JKNQUQRJ[CPF%TKVKECN6JGQT[q
p. 152.
/CTEWUGp2JKNQUQRJ[CPF%TKVKECN6JGQT[q
R*GTG/CTEWUGCNNWFGUVQ2CTCITCRJ
of The Encyclopaedia Logic, where Hegel discusses 
judgement. Marcuse’s formulation is careful: it 
is not judgement per se that is being opposed, 
but its separation and externalisation from its 
object.
47. It is also worth noting Kojin Karajani’s 
account of “transcritique”, a study specifi-
ECNN[FGXQVGFVQ-CPVCPF/CTZ#EEQTFKPIVQ
Karatani, the “critical”—which again is asso-
ciated with social transformation—should be 
grasped as neither an external or immanent 
model of critique, but as a moment of parallax 
KPXQNXKPIDQVJCVGORQTCNUJKHVCPFRTQEGUUWCN
CEVKQPUDGVYGGPUWDLGEVCPFQDLGEV
DQVJKPVJG
RTGFKECVKQPCPFKPVJGCEVQHLWFIGOGPV-QLKP
Karatani, Transcritique: On Kant and Marx, trans. 
Sabu Kohso, Cambridge, Mass., MIT, 2003.
 + JCXG FKUEWUUGF .WM½EUo OKNKVCPV citoy-
en in “Realism, Totality, and the Militant 
Citoyen1T9JCV&QGU.WM½EU*CXGVQFQYKVJ
Contemporary Art?”, The Fundamental Dissonance 
of Existence: New Essays on the Social, Political and 
Aesthetic Theory of Georg Lukács0GY;QTMCPF
London: Continuum, 2011.
49. Karl Marx, Theses on Feuerbach, Thesis 1 and 
Thesis 5.
50. This was often the danger, perhaps, of “theo-
TGVKECN RTCZKUq QPEG DGNQXGF QH #PINQRJQPG
cultural Althusserianism.
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John Roberts
2TQHGUUQTQH#TVCPF#GUVJGVKEUCV
VJG7PKXGTUKV[QH9QNXGTJCORVQP
He is the author of Postmodernism, 
Politics and Art 
Selected Errors 

The Art of Interruption 

Philosophizing the Everyday 

and The Intangibilities of Form 

He has also edited the collections 
Art Has No History 
The Impos-
sible Document 
CPFEQGFKVGF
The Philistine Controversy 
CPF
As Radical as Reality Itself 
*G
is also a contributor to the Oxford 
Art Journal, Third Text, Philosophy of 
Photography, Historical Materialism 
and Radical Philosophy. His latest 
book is The Necessity of Errors, 
published by Verso in 2011.
6JGCECFGOKUCVKQPQHTGUGCTEJKPCTVQXGTVJGNCUVVGP[GCTUKPVJG
7PKVGF-KPIFQOKPRCTVKEWNCTCPFGNUGYJGTGKP'WTQRGJCUEQP-
tributed to a profound transformation of the relationship between 
the artist as “doer” and artist as “thinker”. In contradistinction to 
VJGNQPINGICE[QHVJGKPVGNNGEVWCNFKXKUKQPQHNCDQWTWPFGTOQF-
ernism and certain aspects of postmodernism, in which the artist 
FGHGPFUJKUQTJGTCVJGQTGVKECNGZRTGUUKXGPGUUQTVJGPGGFHQTVJG
FKTGEVN[UGPUWQWUVTCPUHQTOCVKQPQHOCVGTKCNUCTVKUVUJCXGDGGP
directly encouraged to work in theory, that is, treat theory as an 
GZRNKEKVRCTVQHVJGTGNCVKQPUQHVJGKTCTVKUVKERTQFWEVKQP0QYQH
course this entity “theory” is largely a baggy and indistinct thing, 
a pluralistic set of methodologies and working concepts, borrowed 
HTQOCTCPIGQHFKUEKRNKPGUVJCVƂVKPRTCIOCVKEHCUJKQPYKVJYJCV
YQTMUHQTCIKXGPRTCEVKEGKPCIKXGPEQPVGZV;GVPGXGTVJGNGUUVJKU
shift in working practices and the identity of the artist within the 
academy, has continued to challenge the requirement that artists 
“do” things and that theorists and critics then go about explaining 
CPFTGƃGEVKPIQPUWEJVJKPIU+PVJKUNKIJVVJGCTVKUVQHVJGPGY
millennium has in many respects brought to fruition the four clas-
sical axioms and demands of the pedagogy of Conceptual art.
6JGETKVKSWGQHVJGKPVGNNGEVWCNFKXKUKQPQHNCDQWTCUCPKPUVCPEG
QHTGXQNWVKQPCT[Bildung
EQOOWPKVKGUQHETKVKECNUGNHNGCTPKPI
2. The importance of the contribution of the writerly artist to 
the critique of spontaneous ideologies of art, artistic identity and 
artisticness.
6JGFGUVTWEVKQPQHRCKPVGTN[XKUWCNKUCVKQPCUEQTQNNCT[QHXCNWG
CPFOGCPKPIKPCTV
pKOCIGNGUUVTWVJq
4. And the recourse to a new skill-knowledge relations based on 
technologies of reproducibility.
6JGUGHQWTCZKQOUCVQPGNGXGNNQQMGFDCEMVQVJGJKUVQTKECXCPV
ICTFGDWVQPCPQVJGTNGXGNJCFCDUQNWVGN[PQKNNWUKQPVJCVVJKU
legacy could be re-built largely from scratch, not simply because 
VJGEQPFKVKQPUHQTVJGJKUVQTKECXCPVICTFGYGTGPQNQPIGTCXCKN-
CDNGDWVVJCVYJCVOKIJVDGMPQYPCPFOCFGQHVJGCXCPVICTFG
EQWNFPQVDGVTWUVGFVQEQPXGPVKQPCNQTQHƂEKCNCTVJKUVQTKCPUQT
ETKVKEU+PUJQTVVJGTGXKVCNKUCVKQPQHVJGKPVGNNGEVWCNCPFYTKV-
erly demands of the artist had also to be based on the historical 
GZECXCVKQPCPFTGEQPUVTWEVKQPQHCPWPCXCKNCDNGQTQRCSWGRCUV
This is why in the late 1960s and early 1970s the artist necessar-
ily had to become the historian and critic of their own practices, 
KPQTFGTVQEJCNNGPIGCPFOQFGTPKUOoUCRQTKCUCPFEQPUVKVWVKXG
antagonism to the artist as thinker. The outcome of this was two-
fold: the reinsertion of the artist in communities of self-learning 
CPFPGYPGVYQTMUQHCTVKUVKECPFUQEKCNHQTOCVKQP
BildungCPF
EQGZVGPUKXGN[VJGGUVCDNKUJOGPVQHCPGZVGPFGFRTQITCOOGQH
theoretical autodidacticism, that took its point of departure, effec-
VKXGN[PQVHTQOVJGCECFGO[DWVHTQOVJGYQTMGTUoEQNNGIGCPF
YQTMGTUoTGCFKPIITQWR+VKUQHEQWTUGGCU[VQKPƃCVGVJGRQNKVKECN
CPFRGFCIQIKEGHHGEVUQHVJGUGVTCPUHQTOCVKQPDWVGXGPUQCTVKUVU
were faced with a sharp challenge: either they did this historical 
CPFVJGQTGVKECNYQTMVJGOUGNXGUQTVJGYQTMFKFPoVIGVFQPG6JWU
KPVJKUTGURGEVVJGTGƂIWTCVKQPQHVJGCTVKUVCUVJKPMGTJGTGYCU
an effect of what might we might call the undertheorisation of 
CFXCPEGFCTVKPVJGRGTKQFQHOQFGTPKUVTGCEVKQPCPFVJGRCVJQU
QHVJGCXCPVICTFGoUFKUCRRGCTCPEGHTQOVJGYQTMKPIJKUVQTKGUQH
the artistic practice.
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6QFC[VJQWIJQPN[VJKTV[ƂXG[GCTUQPHTQOVJKUTWRVWTGVJG
CTVKUVQRGTCVGUKPCRQUVEQPEGRVWCNƂGNFKPYJKEJVJGQT[KUVJG
EQPUVKVWVKXGCPFFCKN[OCVGTKCNQHTGƃGEVKQPCIGPE[CPFTGRTGUGP-
tation inside and outside of the studio. Indeed, just as the institu-
VKQPUCPFUWRRQTVUVTWEVWTGUQHCTVJCXGKPETGCUGFCPFUQNKFKƂGF
globally during this period, theoretical production in art, on art, 
asCTV
CUVJGUWRRQTVKXGCPFFGENCTCVKXGHTCOGYQTMKPYJKEJCTV
DTKPIUKVUGNHKPVQDGKPIJCUCEJKGXGFCPGZVTCQTFKPCT[JGIGOQP[
The artist now in his or her post-artisanal or generic condition, 
YQTMUYKVJQPCPFKPETKVKECNPGIQVKCVKQPYKVJVJGXCUVJKUVQTK-
cal and theoretical literatures on the modern in art as the means 
HQTRTQXKFKPIVJGCTVKUVYKVJJKUQTJGTPGEGUUCT[UMKNNUCPFEQORG-
tences—in other words, with the know-how what to “make” and 
“do”, or enable others to “make” and “do” in his or her name. In this 
respect the artist-as-thinker is now both the dominant and routine 
ƂIWTGKPVJKUGZRQPGPVKCNN[GZRCPFGFKOOCVGTKCNYQTNFQHCTVKUVKE
LWFIGOGPV
GXGPKHVJGOCTMGVEQPVKPWGUVQXKQNGPVN[EQTTCNYJCV
IGVUVJQWIJVD[CTVKUVUKPVQGCUKN[CUUKOKNCDNGGZEJCPIGCDNGHQTO
So, broadly, therefore, what was once a condition of autodidacti-
cism and the day-to-day requirements of artistic renewal is now 
professional and managed, as the artist assimilates “theory”, not as 
an adjunct to practice, but as theoretical practice itself.
0QYKHVJKUCPPQWPEGUCPWPRTGEGFGPVGFKPVGTFKUEWTUKXKV[DGVYGGP
what artists do as thinkers, what theorists do as thinkers, and what 
curators do as thinkers—insofar as the making of the artwork 
VQFC[KUKPXCTKCDN[PGVYQTMUGPUKVKXGCPFVTCPUKVKXGtVJKUGZEJCPIG
of the intellectual labour of the artist with the labour of non-artists 
should not be mistaken for a regressive professionalism, a kind of 
UWRGTCPPWCVGFHQTOQHECTGGTFGXGNQROGPVKPVJGUGNHKOCIGQHVJG
PGYOKFFNGENCUUEKXKNUGTXCPV6JKUKUETWFGCPFKPUVTWOGPVCNCUKH
VJGTKUGQHVJGCTVKUVCUVJKPMGTCPFVJGUGHQTOUQHKPVGTFKUEWTUKXKV[
were a sustained attack on the independence and autonomy of art: 
D[DTKPIKPICTVKPVQVJG7PKXGTUKV[KPCHWNN[EQPUVKVWVGFYC[CTVoU
PGICVKXKV[CPFYC[YCTFPGUUECPDGOQPKVQTGFCPFCUUGUUGFOQTG
thoroughly. On the contrary, what is emerging is something more 
interesting and less constraining: art’s insertion into the research 
HTCOGYQTMUQHVJG7PKXGTUKV[RTQXKFGUVJGself-directed space for art-
KUVUVQCUUGUUCFXCPEGCPFTGHTCOGVJGKTRQUVCTVKUCPCNCPFRQUV
EQPEGRVWCNEQPFKVKQP+PVJKUUGPUGVJGYKFGURTGCFFGXGNQROGPVQH
2J&RTQITCOOGUHQTCTVKUVUKPVJG7-CPF'WTQRGUJQWNFDGUGGP
PQVCUVJGQXGTRTQHGUUKQPCNKUCVKQPQHVJGCTVKUVKPEQPFKVKQPUQHVJG
mass unemployment and under-employability of artists, but as an 
QRRQTVWPKV[VQTGEQPƂIWTGYJCVBildung as an exemplary form of 
education might mean for artists now, in a climate of extreme hos-
tility toward art as research outside of the academy. In other words, 
VJGKPETGCUKPIFKUUQNWVKQPQHVJG4QOCPVKEGVJQUQHVJGCTVKUVXKC
VJGCUUKOKNCVKQPQHCTVKPVQVJGUVTWEVWTGUQH7PKXGTUKV[NKHGKUCP
QRRQTVWPKV[VQFGXGNQRPGYHQTOUQHETKVKECNCWVQPQO[KPCTVCPF
as such, offers the opportunity for the production of agonistic and 
GXGPTGXQNWVKQPCT[EWNVWTCNTGUGCTEJRTQITCOOGU
The academic incorporation of art, therefore, does not constitute 
the academisation of art as such, in the same way that the global 
EQOOQFKƂECVKQPQHVJGCTVQDLGEVFQGUPQVTGRTGUGPVVJGEQORNGVGF
GTCFKECVKQPQHCTVoUWUGXCNWGU6JKUKUVJGRQUV5KVWCVKQPKUVHCNNCE[
of capital-become-image. Thus, it is a misnomer to assume that the 
“uncertain territory of art theory” is the result of a promiscuous 
or weakly pragmatic interdisciplinarity run amok in these new 
conditions of intellectual production. Sure, interdisciplinarity in 
VJKUHQTOECPGCUKN[NGCFVQKPPQEWQWUQTCOGNKQTCVKXGRTCEVKEGUCPF
VJGQTKGUCPFRTQXKFGCNNMKPFUQHCNKDKUHQTVJGTGCEVKQPCT[CRRTQ-
RTKCVKQPUQHVJGCTVKUVoURQUVCTVKUCPCNEQPFKVKQP
HQTKPUVCPEGCU
PQOCFKEGPVTGRTGPGWT6JQUYJQYQTMKPVJKUUGEVQTUGGCPFGZRG-
TKGPEGVJKUQPCFCKN[DCUKURCTVKEWNCTN[CUVJG7PKXGTUKV[U[UVGO
gears up for further attacks on the arts and humanities as sites of 
FKUUGPVCPFCPVKRQUKVKXKUVKEMPQYNGFIG$WVVJG7PKXGTUKV[GXGP
in this period of social contraction and neo-liberal brutalism and 
idiocy, remains a place where artists as thinkers might take the 
social constraints of art practice forward. The informality of the 
studio and the “artworld” cannot do this in any systematic sense, 
KPUQHCTCU VJG[ECPPQVRTQXKFG VJGUVCDNGEQNNGIKCVGEQPFKVKQPU
for the production of Bildung, particularly now the intellectual 
OWNVKHCTKQWUPGUUQHEQPVGORQTCT[CTVKPUVKVWVKQPCNKUGFCVVJGNGXGN
of the international Biennial produces the anomie of “managed 
FKXGTUKV[q
This art-into-research model would suggest, then, that the 
7PKXGTUKV[2J&RTQITCOOGHQTCTVKUVUTGRTGUGPVUCENCUUKEMKPFQH
GPENCXGURCEGHQTVJGTCFKECNTGPGIQVKCVKQPQHCTVCPFVJGCTVKUVKP
the period of the artist’s social dispersal and dissolution, a place 
YJGTGVJGCTVKUVECPGZRCPFUJKUQTJGTKPVGTGUVUKPCpUWRRQTVKXG
TGUGCTEJGPXKTQPOGPVq$WVKVKUOWEJOQTGVJCPVJKU6JGYQWNF
be “academisation” of art is also an opportunity for new forms of 
ETKVKECNVTCKPKPIYKVJKPVJGRTQDNGOUCPFHTCOGYQTMUQHCFXCPEGF
RTCEVKEGKVUGNH*GPEGYKVJQWVVJGGZRCPUKQPQH2J&RTQITCOOGU
HQTCTVKUVUVJGYQTMKPITGNCVKQPUJKRDGVYGGPVJG7PKXGTUKV[CPF
the practices and theories of art would be weaker politically and 
VJGQTGVKECNN[+PFGGFUWEEGUUHWNQTCODKVKQWU2J&RTQITCOOGUHQT
CTVKUVUJCXGCPGZRNKEKVRGFCIQIKETQNGVJGDWKNFKPIQHRTKOKVKXG
ECFTGUVJCVYKNNUJCRGVJGRTQITGUUKXGFKTGEVKQPQHHWVWTGCTVKU-
VKECPFEWNVWTCNUVTWIINGU%QPUGSWGPVN[HQTCTVKUVUVQIKXGWRQP
2J&UtVJGQTGVKECNQTRTCEVKEGDCUGFtKPVJGKPVGTGUVUQHCPCVVCEJ-
OGPVVQCPQNFGTUGPUGQHCTVKUVKECWVQPQO[KUVQIKXGUWEEQWTVQ
those who confuse art’s resistance to instrumentalisation with the 
resistance to theory.
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6JGEWTTGPVFGDCVGCDQWVpTGUGCTEJqKP(KPG#TVJCUCTTKXGFQPVJGDCEM
of a curricular problem that, in fact, has been present in art education 
UKPEGKVYCUKPVGITCVGFKPVQVJG7PKXGTUKV[+VKUUKIPKƂECPVVJCVYJCV
has been a latent problem for many years is now presented as a new 
CPFWTIGPVQPGLWUVCUp4&+qDGEQOGUVJGJQN[ITCKNCPFOQFGNQH
WPKXGTUCNYKUFQOQTVQRWVKVCPQVJGTYC[LWUVCVVJGOQOGPVYJGP
KVJCUDGEQOGKORQUUKDNGVQGZRGEVHTQOCP[CECFGOKEƂGNFQTFKUEK-
pline any kind of research not subsumed to the requirements of such 
pWPUEKGPVKƂEqCPFUWTTGRVKVKQWUN[KFGQNQIKECNEQPEGRVUCU+PPQXCVKQP
CPF&GXGNQROGPV
6JGWPEQOHQTVCDNGƂVVJCVCTVKUVKEUVWFKGUJCXGCNYC[UUWHHGTGF
YKVJKPVJGWPKXGTUKV[ KUPQYOCFGGXGPOQTGWPEQOHQTVCDNGD[C
new and powerful demand being directed to any kind of knowledge: 
9JCVECP[QWFQHQT+PPQXCVKQPCPF&GXGNQROGPV!1DXKQWUN[VJKU
question goes beyond a merely academic debate and has placed artis-
VKERTCEVKEGKPVJGOQUVFKHƂEWNVCPFEQPVTCFKEVQT[RQUKVKQPQHCNNVJG
*WOCPKVKGU(TQOCPGRKUVGOKERQKPVQHXKGYVJGTGUJQWNFDGPQQDLGE-
tion to thinking art as a kind of knowledge, as a kind of know-how akin 
to techno-science. But the production of art is based in the act of show-
KPIYJKNGVGEJPQUEKGPEGKUDCUGFQPGHHGEVKXGPGUUCPFFGOQPUVTCVKQP
The unanswerable question that seems to emerge would be, “in order 
VQƂVKPVQVJKUPGYVGNGQNQI[QH4GUGCTEJWPFGTUVQQFCUVJGEQODKPC-
VKQPQH+PPQXCVKQPCPF&GXGNQROGPVJQYEQWNFCTVFGOQPUVTCVGVJCV
which it can only show?”
These two paragraphs are a good synthesis of my initial position 
TGICTFKPIVJGSWGUVKQPUTCKUGFD[;CK\C*GTP½PFG\FWTKPIVJGGXGPV
held in December 2010 from which this text emerged. In fact, they 
constitute the abstract I sent at the time to introduce my paper. 
5KPEGVJGP+JCXGJCFVJGVKOGVQCPCN[UGKPOQTGFGVCKNVJGXCTKGF
and often surprising debate that has arisen in the last few years 
TGICTFKPIVJGURGEKƂEKV[QHCTVKUVKETGUGCTEJ1
#PFCNVJQWIJVJGOGGVKPIYCUPQVGZENWUKXGN[EGPVTGFQPVJG
KUUWGQH(KPG#TVGFWECVKQPVJGUGPGYTGCFKPIUJCXGTGCHƂTOGFO[
EQPXKEVKQPVJCVCTVGFWECVKQP
VJGMKPFQHMPQYNGFIGCPFVJGUGVQH
skills that are to be expected of a student who wants to become an 
CTVKUVJCUDGEQOGC)QTFKCPMPQVYJGTGVJGRCTCFQZGUCPFCDUWTF-
KVKGUQHDQVJVJGPGYWPKXGTUKV[CPFEQPVGORQTCT[CTVKPVGTUGEV 
$WVVJKUKUPQVVJGVKOGVQFGXGNQRVJKURGTURGEVKXGHWNN[6JGRTGUGPV
text will simply attempt to rethink some of the questions that came 
QWVKPQWTOGGVKPIKP8KVQTKCCVVGORVKPIVQRTQXKFGCƂTUVCPF
RTQXKUKQPCNCVVGORVCVVCEMNKPIVJGKPVTKECVGPGVYQTMQHRTQDNGOU
that were posed at the time.
9GEQWNFUVCTVD[VJKPMKPICDQWVUQOGQHVJGFKHƂEWNVKGUCTVKU
EWTTGPVN[HCEKPIYKVJKPVJG7PKXGTUKV[(TQOCPCECFGOKERQKPVQH
XKGYCTVJCUGOGTIGFCUVJGVQWEJUVQPGQHVJGXKQNGPEGYKVJYJKEJ
VJGUVCPFCTFKUCVKQPQH VJG%QOOQP'WTQRGCP'FWECVKQP5RCEG 
has resulted in the uniformity of a model of knowledge that tends 
VQDGGNKVKUVDCUGFQPN[QPSWCPVKƂCDNGTGUWNVUCPFQRGPN[OGFK-
ated by its political and economical ends. Among the Humanities, 
art–which is necessarily linked to a model of experience—offers 
VJGOQUVTGUKUVCPEGVQCPCRRTQCEJVJCVVTGCVUKVNKMGCURGEKƂEMKPF
of intellectual knowledge, translatable into conceptual informa-
VKQPFKUEWTUKXGCPFOGCUWTCDNGVJTQWIJWPKXGTUCNCPFQDLGEVKXG
ETKVGTKC0GGFNGUUVQUC[VJGƂTUVFKUVKPEVKQPYGPGGFVQGUVCDNKUJ
JGTGKUVJCVDGVYGGPCWPKXGTUKV[UVWFGPVCPFCPCTVKUVDWVGXGPKH
we accept that we assess students in a way that is not analogous to 
VJGYC[VJCVYGCUUGUUCTVKUVUVJGHCEVKUVJCVKPPQQVJGTWPKXGTUKV[
UEJQQNKVKUUQJCTFVQGUVCDNKUJEQPXGPVKQPCNETKVGTKCHQTUQOGVJKPI
as fundamental as what should constitute a thesis.
Regarding art as a discipline—if it is possible to talk about art 
KPVJQUGVGTOUtKVUOQFGUQHVTCPUOKUUKQPCPFKVUETKVGTKCQHXCNWG
1. Among the best books on the subject would be 
6JKGTT[FG&WXGFaire école (ou la refaire?): nouvelle 
édition revue et augmentée, Ginebra: Les presses du 
TÅGN,COGU'NMKPUWhy art cannot be taught: 
a handbook for art students+NNKPQKU7PKXGTUKV[QH
+NNKPQKU2TGUUCPF,COGU'NMKPU
GFArtists 
with PhDs: on the New Doctoral Degree in Studio Art, 
9CUJKPIVQP0GY#ECFGOKC2WDNKUJKPI
-CV[/CE.GQFCPF.KP*QNFTKFIG
GFUThinking 
Through Art: Critical Ref lections on Emerging 
Research, London: Routledge, 2005. There are 
CNUQUGXGTCNGLQWTPCNUCPFKPUVKVWVKQPCNTGRQTVU
on the web.
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that is to say, its discursive formation depends more on the external 
world, on the artworld, than on any kind of hierarchical sanction in 
the classroom. Most of the art that has been critically acclaimed in 
VJGNCUVHGYFGECFGUJCUKPJGTKVGFHTQOVJGNCUVRJCUGQHVJGCXCPV
garde—i.e. from a conceptualism understood in a wide sense—a clear 
RTGFKURQUKVKQPVQYCTFUVJGQTGVKECNFKUEQWTUGCPFCUGNHTGƃGZKXKV[ 
regarding the ideological implications of one’s own practice. Hence, 
today we are witnessing the following paradox: while within the 
WPKXGTUKV[NGEVWTGTUCTGGZRGTKOGPVKPICUCPWTIGPVFGOCPFtCU
CRTQDNGOCVKENCEMtVJGPGGFVQƂPFCEQJGTGPVDQF[QHVJGQT[
one that could be analogous to that of other disciplines, something 
on which their professional future seems to depend; within the 
artworld, what is prominent among artists, critics and curators is an 
CUUGTVKXGKPVGNNGEVWCNK\CVKQPQHCTVKUVKERTCEVKEGCPGZEGUUQHURGEW-
NCVKXGVJQWIJVPQVFGXQKFQHKVUQYPRTQDNGOUVJCVOCMGUVJGYQTM
TGN[QPVJKUVJGQTGVKECNTJGVQTKE
QHVGPCTCVJGTEQPXQNWVGFQPGKP
QTFGTVQCRRGCTEQPXKPEKPI
To be fair, we would need to add more subtletly to this situation, 
YGYQWNFJCXGVQCFFVJCVVQFC[oUCTVUEJQQNURNC[JQUVVQCYKFG
XCTKGV[QHOQFGNUCPFXKUKQPUQHYJCVCTVKU#NCTIGRTQRQTVKQPQH
UVCHHKPUQOGCTVUEJQQNUYCUHQTOGFKPVJGPGQCXCPVICTFKUVRTCE-
VKEGUQHVJGUGXGPVKGUCPFGKIJVKGU#OQPIVJGVGCEJKPIUVCHHQPGCNUQ
PQTOCNN[ƂPFUIGPWKPGUWRRQTVGTUQHCTVKUVKETGUGCTEJWPFGTUVQQF
as practice-based-research$WVVJKUJCTFN[CHHGEVUVJGRCTCFQZYGJCXG
LWUVFGUETKDGF9JGVJGTVJG[DGNKGXGKPVJGKFGCQHCTVKUVKETGUGCTEJ
QTPQVCECFGOKEU
WPNKMGETKVKEUCTVKUVUQTEWTCVQTUƂPFVJGOUGNXGU
KPVJGRQUKVKQPQHJCXKPIVQGZRNCKPKPCTGCUQPCDNGOCPPGTVQ
VJGOUGNXGUVJGKTEQNNGCIWGUCPFVJGWPKXGTUKV[DWTGCWETCE[YJCV
VJGKTURGEKƂEKV[EQPUKUVUQH#SWGUVKQPVJCVFGURKVGCNNVJGRTQOKUGU
OCFGD[CITQYKPIPWODGTQH/#CPF2J&RTQITCOOGUQPQHHGT
under the new banner of research, is still a polemical one.
This paradoxical state of affairs becomes particularly promi-
PGPVYJGPKVEQOGUVQVJGWUGQHVJGYQTFpTGUGCTEJq+VKUCXGTKƂ-
able fact that the word research has become the main attraction—
and the main demand—of the numerous appeals sent out from a 
YKFGXCTKGV[QHKPUVKVWVKQPUVQ[QWPIWPFGTITCFWCVGCPFITCFWCVG
students. At best it is used in a metaphorical way, at worst, it natu-
ralisesYJCVKUWPFGTUVQQFD[TGUGCTEJKPUEKGPVKƂECPFJWOCPKUVKE
EKTENGU+VKUPQVCVCNNENGCTVJCVVJGHWPEVKQPQHCTVKU
QTGXGTJCU
DGGPVJCVQHTGUGCTEJVJCVKUVQUC[VQEQPVTKDWVGVQCTGCUQPCDNG
WPFGTUVCPFKPIQHVJGYQTNF#NNWPKXGTUKV[FKUEKRNKPGUtKPENWFKPI
among the humanities, History of Art and Aesthetics—could easily 
assume this role, albeit from theoretically, methodologically and 
RQNKVKECNN[FKHHGTGPVQTGXGPKPEQORCVKDNGRQUKVKQPU6JGRTQDNGO
is that, while we could say that art produces knowledge, it is much 
more problematic to say that this knowledge is of the same order 
as reasonedMPQYNGFIG
CPFD[TGCUQPGFMPQYNGFIG+OGCPQPGVJCV
ECPDGFGOQPUVTCVGFYJQUGGHƂECE[EQTTQDQTCVGUQTFKUOKUUGU
VJGXCNKFKV[QHCJ[RQVJGUKU6JKUGUVCDNKUJGUCDCUKEDWVETWEKCN
FKHHGTGPEG9JGPYGVCNMCDQWVMPQYNGFIGKPIGPGTCNYGCTGPQV
excluding any mode of experience—you can know the reason of 
things, but you can also know someone, a place, you can know 
[QWTUGNHGVE*QYGXGTYJGPYGCVVTKDWVGVQCTVCOQFGQHMPQYN-
edge understood as a knowledge founded—at least in theory—on a 
TGCUQPGF
KGFGOQPUVTCVKXGOGVJQFQTU[UVGOYGCDTWRVN[CDQNKUJ
any possibility of artistic mediation, in particular the radically and 
necessarily processual character of its experience, that is to say, 
VJGHCEVVJCVKVUOGCPKPIFQGUPQVNKGQPUQOGRWVCVKXGEQOOWPK-
cable artistic predicates, but rather on that which happens in the 
process of its taking place, on that which artworks can only show, 
can only offer to knowledge in CEV9JCVKUUJQYPKPVJGGZRGTK-
GPEGYGJCXGQHVJGYQTMECPPQVDGVTCPUNCVGFQTVTCPUETKDGFCUKH
KVYGTGOGTGEQPEGRVWCNKPHQTOCVKQPVJCVEQWNFDGTGOQXGFHTQO
its context—from the spatial and temporal present—and from the 
OCVGTKCNN[UKIPKƂECPVEQORQPGPVUVJCVOCMGKVWR2 If we agree that 
the autonomy of art remains a social fact—and nothing about the 
CTVYQTNFYQWNFUWIIGUVQVJGTYKUGtVJCVTCFKECNN[GXGPVCNCPFRTQXK-
sional character of artistic “knowledge” would constitute the main 
differentiating trait between an artistic experience and an extra-
CTVKUVKEQPG#FKHHGTGPEGVJCVVWTPUQWVVQDGRCTVKEWNCTN[TGNGXCPV
KHYGYCPVVQCXQKFEQPHWUKQPDGVYGGPYJCVECPDGWPFGTUVQQFKPC
reasoned manner—as “traditional” academic disciplines prescribe—
and what can be understood through art. Against the knowledge 
of a reasoned discourse, artistic knowledge would not allow us to 
understand something different, that is, something with a distinct 
content from that that of other disciplines, instead it would allow us 
to understand in a different way, that is, through an actual and bodily 
GZRGTKGPEGCPGZRGTKGPEGVJCVHCEVWCNN[UWDXGTVUCPFPGICVGUVJG
discourse of methodical reason. This unbreachable epistemic differ-
ence has forced the teaching of art to remain in an extremely fragile 
RQUKVKQPUKPEGKVYCUKPVGITCVGFKPVJG7PKXGTUKV[6JKUHTCIKNKV[JCU
DGGPOCFGGXGPOQTGGZVTGOGCPFEQPVTCFKEVQT[YKVJVJGCTTKXCN
of the Bologna agreement.
There is something absurd in this defence of the singularity of 
CTV$[FGHGPFKPIVJKUFKUVKPEVKQPKPVJGUEJGOCVKEYC[VJCV+JCXG
LWUVFQPGYGEQWNFDGCNNWFKPItCNYC[UKPCXGT[IGPGTCNYC[t 
VQRQUKVKQPUCUXCTKGFCU#FQTPQoUETKVKECNVJGQT[)CFCOGToUJGTOG-
PGWVKEU9KVVIGPUVGKPoUCPCN[VKEUCPF&GTTKFCoUFGEQPUVTWEVKQPCU
well as Didi Huberman’s theory of the anachronistic image and 
6JKGTT[FG&WXGoURGFCIQIKECNCPCN[UKUQTVJGEQPEGRVQHVJGDQF[
as medium put forward by Hans Belting. But the common sense 
QHCP[CTVKUVQTCTVCƂEKQPCFQCNUQCRRGCNUVQVJKUFKHHGTGPEGCP
artwork can be interpreted as if it were a discourse, but this does not 
OGCPKVECPDGTGFWEGFVQFKUEWTUKXGUVCVGOGPVU6JKUKTTGFWEKDNG
RCTVKEWNCTKV[KUFWGVQVJGHCEVVJCVKPGXGT[CTVYQTMVJGCWVQOCVKE
CPFEQFKƂGFTGNCVKQPUJKRDGVYGGPUKIPKƂGTCPFUKIPKƂGFDTGCMU
down, a relationship without which “traditional” academic disci-
RNKPGUYQWNFDGWPCDNGVQEQOOWPKECVGVJGKTMPQYNGFIG9JCVKU
offered to the understanding is an aesthetic experience that rests on 
this dis-automatisation process, which is inherent to it.39JCVECP
DGNGCTPVHTQOKVFQGUPQVFGRGPFQPCP[RTGFKECVKXGEQPVGPVDWV
QPVJGTCFKECNCODKXCNGPEGQHits current sense, on that irreducible 
CPFKTTGUQNXCDNGQUEKNNCVKQPDGVYGGPVJGENCTKV[QHOGCPKPICPFVJG
QRCEKV[QHOCVVGT
QTVQRWVKVCPQVJGTYC[VJCVKTTGUQNXCDNGQUEKNNC-
VKQPDGVYGGPVJGKPVGNNGEVWCNCPFVJGUQOCVKE$WVVQFC[GXGT[VJKPI
RQKPVUCIGPGTCNKUGFFGUKTGVQOKPKOKUGCPFQXGTNQQMVJKUFKHHGT-
ence. The main symptom of this would be the process of ideological 
naturalisation which the term “research” has been subjected to in 
the domain of art.
*GTGYGƂPFVJTGGKPVGTTGNCVGFGNGOGPVUVJCVECPEQPVTKDWVGVQ
VJCVPCVWTCNKUCVKQPQHVJGVGTOCPFKPVGPUKƂECVKQPQHVJGU[OR-
VQO(KTUVQHCNNYGƂPFVJGUGNHTGƃGZKXGEJCTCEVGTKPJGTKVGFHTQO
VJGCXCPVICTFGCVGPFGPE[VJCVYCUVCMGPVQVJGGZVTGOGKPKVU
ƂPCNUVCIGU#UVJGNCUVEGPVWT[RTQITGUUGFKVDGECOGKPETGCUKPIN[
1DXKQWUN[VJKUEWTTGPE[YKNNUVKNNDGXCNKF
FGURKVGVJGKPFKXKFWCNKPVGPVKQPUQHVJGCTVKUV
5Q VJCV KV GXGP 
RGTJCRU URGEKCNN[ KP VJQUG
cases where the blurring of art and life is most 
GZVTGOGYGYKNNƂPFVJCVKVKURTGEKUGN[VJKU
acting what opens the possibility of an artisti-
ECNN[UKIPKƂECPVTGRTGUGPVCVKQP
3. On the concept of automatism, see Cristoph 
Menke, The Sovereignty of Art: Aesthetic Negativity 
in Adorno and Derrida, Cambridge MA: The MIT 
2TGUU=?
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clear that artworks required some kind of theoretical legitimation, 
YJGVJGTVJKUECOGHTQOVJGCTVKUVUVJGOUGNXGUQTHTQOU[ORCVJGVKE
ETKVKEU#UKUVJGECUGYKVJGXGT[FGOCPFHQTNGIKVKOCVKQPKHYG
attend to the legal sense of the word, what was at stake here was a 
RTQDNGOQHCWVJGPVKEKV[(TQOCJKUVQTKECNRQKPVQHXKGYKVKUENGCT
VJCVKPVJGUKZVKGUCPFGCTN[UGXGPVKGUVJGETGFKDKNKV[QHCPCTVYQTMt
its authenticity effect—rested, to a large degree, in its ability to 
EQPXKPEGTJGVQTKECNN[QTVJGQTGVKECNN[9JCVKUTGOCTMCDNGKUVJCV
CHVGTVJGFGOKUGQHVJGCXCPVICTFGO[VJVJKUGZKIGPE[HQTNGIKVKOC-
tion has continued to function as the main authentication mecha-
nism, but now abstracted from the horizon that granted its meaning. 
Secondly, there is another element of a more general, epistemic 
order. In the context of the crisis of modern myths and subsequent 
RQUVOQFGTPFGDCVGUCPGYSWGUVKQPCTQUGCUVQVJGXCNKFKV[QHVTCFK-
VKQPCNFKUEKRNKPGUKPVJGJWOCPKVKGU6JKUVJGQTGVKECNUWDXGTUKQPtQH
YJKEJCPGZGORNCT[ECUGYQWNFDGVJGGOGTIGPEGQHXKUWCNEWNVWTG
QTXKUWCNUVWFKGUtYCURQUGFCUCPCVVGORVVQIQDG[QPFVJGOGVJQF-
QNQIKECNCPFKFGQNQIKECNNKOKVCVKQPUQH#TV*KUVQT[6JGFGXGNQROGPV
QHXKUWCNUVWFKGUCPFQVJGTPGYCECFGOKERTQITCOOGUURGEKCNN[KP
VJG#PINQ#OGTKECPEQPVGZVJCXGJCFVJGYGNEQOGGHHGEVQHHQTE-
KPICTGXCNWCVKQPQHUQOGQHVJGOCKPFKUEKRNKPCT[ECVGIQTKGUCPF
RTKPEKRNGUQH#TV*KUVQT[DWVJCXGCNUQTGUWNVGFKPCUQOGVKOGUUGNH
indulgent loss of academic rigour disguised as transdisciplinarity or 
VTCPUXGTUCNKV[+PVJGCECFGOKEƂGNFCVNCTIGVJKUGRKUVGOKENCZKV[
or weakness has promoted the hybridisation of different discourses 
YKVJWPGXGPTGUWNVUKPVJGECUGQHCTVKUVKERTCEVKEGKVJCURTQOQVGF
HTQOVJGWPKXGTUKV[KVUGNHVJGJQNKUVKECODKVKQPUQHGXGT[GOGTIKPI
artist. In this sense, the institutionalised transgression of discipli-
PCT[NKOKVUECPCNUQDGKPVGTRTGVGFCUCNGIKVKOCVGFKPXKVCVKQPHQTVJG
artist to feel free to experimentally make use of any epistemic model. 
Thirdly, there is a curricular problem. Artistic research today 
is, to a large extent, a demand created by the link between artistic 
GFWECVKQPCPFVJG7PKXGTUKV[CUYGNNCUD[VJGPGYOQFGNQHC
MPQYNGFIGDCUGFQP4GUGCTEJCPF&GXGNQROGPV
RESEARCH AS A LEGITIMATING INSTANCE
9GEQWNFRQPFGTVJKUCRRCTGPVEQPVTCFKEVKQPDGVYGGPCTVCPFKVU
legitimating discourses. It could be said that as art has become increas-
KPIN[pEQPEGRVWCNKUGFqVJGTQNGQHVJGQT[JCUEQOGVQDGRGTEGKXGF
UKOWNVCPGQWUN[CUNCEMKPICPFGZEGUUKXG+VKUNCEMKPIDGECWUGYJKNG
research is today the main theoretical problem within the institu-
tion and the academy, no one knows exactly what this might consist 
QHKVKUGZEGUUKXGDGECWUGCVVJGUCOGVKOGGXGT[QPGUGGOUVQVCMG
KVUGZKUVGPEGHQTITCPVGF#PFVJGHCEVVJCVVJKUCODKXCNGPEGJCUPQY
been foregrounded in the context of the curricular debates triggered 
D[VJG$QNQIPCRTQEGUUUJQWNFPQVOKUNGCFWU#ƂTUVYQTMKPIJ[RQVJ-
esis could be the following: the paradoxical perception of the role of 
theory as legitimating art is inseparable from modernity and appears 
as a problem at the same time as art’s process of autonomisation. 
6JGpXKUKQPCT[qCTEJKVGEVWTGQHVJGth century that explicitly 
attempted to display in its forms the abstract principles of reason 
was mockingly called architectura parlante [talking architecture]. 
+VYCUCPKTQPKEYC[QHTGHGTTKPIVQVJGGZVTCXCICPVGHHGEVRTQFWEGF
D[EQPUVTWEVKQPUVJCVDGJCXGFCUITCXGCPFITCPFKNQSWGPVUVCVG-
ments. The forms of these buildings did not only speak tauto-
logically about the function to which they were destined, they 
also spoke quite loudly of their legitimating discourse, their 
pCTEJKVGEVWTCNOGVCRJ[UKEUq#FQWDNGUGNHTGƃGZKXGXCNGPEGVJCV
PGGFNGUUVQUC[KUTGOKPKUEGPVQHCXCPVICTFGRTCEVKEGUGURGEKCNN[
QHVJGNCVGCPFOQUVGZVTGOGRJCUGQHVJGCXCPVICTFGKPVJGUKZVKGU
As the modern myth started to wane, the recourse to tautological 
statements and “philosophical” legitimations began to constitute 
KVUGNHKPVQCƂPCNwork, without the need for any further mediations. 
0GXGTDGHQTGJCFCEWDGCPWVKNKVCTKCPQDLGEVCPGXGT[FC[IGUVWTG
CDKVQHKPHQTOCVKQPCNFCVCCOQPQEJTQOGUWTHCEGQTGXGPGORVK-
ness or silence, been engaged in such loud chatter. Anything could 
UC[YJCVKVUHQTOOCFGNKVGTCNN[QDXKQWUYJKNGCRRGCNKPICVVJGUCOG
time to great abstract categories. That early “talking architecture” 
JGTCNFGFVJGYC[CE[ENGQHpTGXQNWVKQPCT[qCTVYQWNFEQOGVQC
close, through hermetic and crude talking ideas. Today it is no long-
er strange to come across works that talk incessantly about them-
UGNXGUCPFVJGKTpOGVCRJ[UKEUqDWVYJCVWUGFVQDGUJQEMKPICDQWV
VJCVUGXGTGRTGVGPUKQPQHpWVQRKCPqGNQSWGPEGYCURTGEKUGN[VJG
HCEVVJCVVJGƂIWTGUUWDOKVVGFVJGOUGNXGUKPUVTWOGPVCNN[VQCP
GZRNKEKVEQOOWPKECVKXGYKNNVJGHCEVVJCVVJG[YGTGUWDQTFKPCVGFVQ
UQOGUWRGTKQTKFGCUVJCVYGTGJQRKPIVQGZJKDKVVJGOUGNXGUVJTQWIJ
their nakedness. In short, what seemed surprising at the time, was 
that kind of theoretical exhibitionismVJCVFTQXGVJGYQTMUVQVWTP
VJGOUGNXGU KPVQGZRNKEKV VTCPUETKRVUQHCPGYtCPFWPKXGTUCNt 
architectural doctrine.
+V KU VTWG VJCV VJQUG pTGXQNWVKQPCT[q CTEJKVGEVUYGTG ECWIJV
DGVYGGPVYQGTCUJQYGXGTVJGEQOKEQTTKFKEWNQWUGHHGEVVJCVVJGKT
contemporaries already found in them cannot be simply explained 
CUVJGRTQFWEVQHCUJKHVKPVCUVG#UKUVJGECUGPQYVJCVGZEGUUKXG
theorising was also the symptom of a lack. Of an elision: the kind 
of elision that results from doing tabula rasa in order to rewrite 
VJGHQWPFCVKQPCNCPFWPKXGTUCNRTKPEKRNGUQHVJGCTVQHVJGHWVWTG
6JCVKUYJ[VJGJKUVQT[QHKVUTGEGRVKQPKUUQUKIPKƂECPV$WTKGFKP
QDNKXKQPD[th century romantic irony and pragmatic eclecticism 
VJG[YGTGPQVVCMGPWRCICKPWPVKN'OKN-CWHOCPPRQKPVGFVQVJGO
as precedents for the international modernist style in the 1920s. The 
HWVWTGJCFƂPCNN[VCMGPVJGOUGTKQWUN[6JGOQFGTPCXCPVICTFGQH
VJGKPVGTYCTRGTKQFYCUCDNGVQCRRTGEKCVGHQTVJGƂTUVVKOGGXGT
the prescience of those forms that so eloquently externalised their 
RJKNQUQRJ[+VKUTGOCTMCDNGVJCV.GFQWZVJGOQUVUKIPKƂECPVQH
those architects who “made the walls speak”, acquired a reputation 
for being “impenetrable” after the publication of his grand theoreti-
cal treatise L’ArchitectureFWGVQRTGEKUGN[VJGpEQPEGRVWCNqFKHƂEWN-
ties of his language.4 Apparently, it was easier for the walls to speak 
CDQWVWPKXGTUCNUVJCPHQTVJGOVQGZRNCKPYKVJUQOGENCTKV[YKVJ
a reasoned argument, the new categories “of all the genres of all 
VJGDWKNFKPIUMPQYPKPVJGUQEKCNQTFGTqtCUYGJCXGUGGPDGHQTG
a theoretical excess accompanied by a lack. In the 20th century, 
Kosuth would be the most paradigmatic, and extreme, example 
of an artist who endows his work with deliberately philosophical 
content and yet paradoxically—or perhaps, consequently—turns out 
to be conceptually “impenetrable”.
#P[QPGHCOKNKCTKUGFYKVJEQPVGORQTCT[CTVYKNNJCXGPQFKHƂ-
culty tracing this contradictory relationship between the artists—or 
better, the artworks—and their discourse of theoretical legitimation 
up to today. In terms of the 20thEGPVWT[KVYQWNFDGSWKVGFKHƂEWNV
VQƂPFCVTWN[KPƃWGPVKCNCTVKUVYJQFQGUPQVRTQFWEGVJKUFKUEQTF-
CPEG0GGFNGUUVQUC[VJGRTQDNGOKUPQVVQFQYKVJVJGCTVKUVoU
CDKNKV[
QTNCEMVJGTGQHVQTGƃGEVKPYTKVKPIQPJKUQTJGTYQTM 
4. See Anthony Vidler, Claude-Nicolas Ledoux. 
Architecture and Social Reform and the End of the 
Ancien Régime%CODTKFIG/#6JG/+62TGUU
1990.
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PQTKUKVVQFQYKVJCRWVCVKXG
DWVCDUWTFFKUVKPEVKQPDGVYGGPVJGQ-
T[CPFRTCEVKEG+H+JCXGOGPVKQPGFVJGWVQRKCPCTEJKVGEVUCVCNNKV
KUDGECWUGYKVJVJGO
CPFURGEKCNN[YKVJ.GFQWZKVDGECOGENGCT
that it was the works that had started to “speak”, that they were 
the conscious expression of a determinate and supposedly original 
architectural discourse9JCVYCUJKUVQTKECNN[URGEKƂEYCUVJGIGPGT-
alised need for doctrinarian legitimation that art encounters in the 
GTCQHKVUCWVQPQO[VJGHCVCNECGUWTCQHVJGEQPXGTUKQPQH0CVWTG
into History. The decapitation of Louis XVIUKIPCNUVJGFGƂPKVKXGUJKHV
HTQOCUQEKGV[HQWPFGFQP0CVWTGVQCPQVJGTHQWPFGFQP*KUVQT[
In art this shift implies a new kind of relationship to the past: the 
profession will no longer be passed on through tradition, from one 
CTVKUVVQCPQVJGTWPFGTVJGUWRGTXKUKQPQHVJG#ECFGO[KPUVGCFKVU
legacy starts to be mediated—and to some extent short-circuited—
by the emergence of a new historical awareness, by the dominant 
discourses of the new disciplines of Art History and Aesthetics. 
As a temple to historical memory, the Museum will become a reposi-
VQT[QHCTVKUVKEXCNWGU6JGWRTQQVGFPGUUQHVJGCTVYQTMUCPFVJGKT
rearrangement according to modern epistemic models constitute 
the paradigm of that new relationship with the past, mediated by 
CTGƃGZKXGFKUEQWTUGCPFD[CPGYN[PCOGFCGUVJGVKEGZRGTKGPEG 
as two sides of the same coin.
Hegel was able to detect this phenomenon with insightful presci-
GPEGVJGRTQNKHGTCVKQPQHEQPEGRVWCNTGƃGEVKQPQPCTVOGCPVVJCV
art was no longer impregnating with life the culture to which it 
belonged, the “empire of beauty” had entered its posthumous phase. 
Of course it is two hundred years since then. More or less the same 
time that has elapsed since the Fine Arts system was established. 
But that is what we are still talking about, about the problems that 
TGUGCTEJtVJCVKUWPFGTUVQQFVQDGTGƃGZKXGCPFTGCUQPGFtGPVCKNU
 in our current Fine Art Schools. If our initial hypothesis has any 
historical basis, we could presume that this paradoxical relation-
UJKRDGVYGGPCTVCPFVJGQT[
CUCFQEVTKPGQTEQPEGRVWCNU[UVGOVJCV
NGIKVKOCVGUQTpTGCUQPCDN[qCWVJGPVKECVGUCTVYQTMUKUKPUGRCTCDNG
from the unfolding of the system of the Fine Arts. A system that 
is still partly extant in the academia although it has been in crisis 
elsewhere since the 1960s.
RESEARCH AS EVIDENCE
The separation between genres at the beginning of modernity was 
HQNNQYGFKPVJGCXCPVICTFGRGTKQFD[CUGRCTCVKQPDGVYGGPVJG
OGFKCWUGFD[VJGUQECNNGFpXKUWCNCTVUq$WVVJG(KPG#TVUU[U-
VGOKPKVKCNN[DCUGFQPIGPTGURGEKƂEKV[CPFNCVGTDCUGFQPOGFKWO
URGEKƂEKV[YKNNPQVNQUGKVUJQNFWPVKNVJGKFGCQHpCTVKPIGPGTCNq
DGEQOGUEQPXKPEKPICPFFQOKPCPV5&WEJCORCPFOQTGURGEKƂ-
cally, his reception during the sixties, becomes the protagonist of a 
RCTCFKIOUJKHVDTQWIJVCDQWVD[VJGKTTGXGTUKDNGNQUUQHVJGNKOKVU
between the arts, the limits of CTV6JGKPƂPKVWFGVQYJKEJCTVKUVJGP
doomed is what makes Adorno start his Aesthetic Theory towards the 
end of the decade, with that well-known declaration about its lack 
of certainty. It is worth reading it again:
9GOWUVITCPVVJKUUVCVGOGPV
YKVJKVURCTCFQZKECNCPFWPVKOG-
N[QRGPKPIRJTCUGpKVKUUGNHGXKFGPVVJCVPQVJKPIKUUGNHGXKFGPVq
an epochal character, it bears witness to the moment art sets off 
VQYCTFUKPƂPKVGHTGGFQO$WVKVUƃKIJVVQYCTFUVJGWPNKOKVGFJCF
UVCTVGFOWEJGCTNKGTVJGOQOGPVKVUVCTVUVQEQPEGKXGQHKVUVCUMCU
the expression of sublime—“metaphysical”—ideas or feelings. But 
what is remarkable for our discussion, beyond its tacit declaration 
of the breakdown of the system of the Fine Arts and its concomitant 
aesthetic discourse, is its insistence in what is “forfeited” when art 
EGCUGUVQDGEQPEGKXGCUCPQPTGƃGZKXGPQPRTQDNGOCVKEVCUM6JCVKU
to say, that which is left behind when art ceases to be a practice that 
KUEWNVWTCNN[RGTEGKXGFCUUGNHGXKFGPV$GVYGGPVJGNKPGU#FQTPQKU
JCXKPICFKCNQIWGYKVJ*GIGNYJQKUGZRNKEKVN[SWQVGFCHGYNKPGU
DGNQYETGFKVGFYKVJJCXKPIYQMGPCTVHTQOKVUnaïveté. 9JCVKUUKI-
PKƂECPVKUVJCVJGFQGUVJKUQPN[VQNCOGPVCPGYMKPFQHDNKPFPGUU
QHGOCPEKRCVGFCTVPQYCTVKUDKPFGFpVQCPCËXGVÅQHCUGEQPFQTFGT 
VJGWPEGTVCKPV[QXGTYJCVRWTRQUGKVUGTXGUq7 This second order 
PCËXGVÅFQGUPQVKORN[NKMGCƂTUVQTFGTQPGCNCEMQHTGƃGEVKQPDWV
TCVJGTtCEEQTFKPIVQ#FQTPQtKVYQWNFDGCPGYMKPFQHPCËXGVÅVJCV
GOGTIGUYKVJKPVJGUGNHTGƃGZKXGJQTK\QPVJCVVTCXGTUGUCNNOQFGTP
art and had, by then, undermined its own premises. “Autonomy” he 
asserts “shows signs of blindness”. It is tempting to think that with 
VJCVCYCMGPKPIQHPCËXGVÅCPFVJKUPGYHCNNCE[ENGEQOGUVQCENQUG
VJCVYJKEJDGIKPUD[FGPQWPEKPICPGZEGUUQHTGƃGEVKQPCPFGPFU
D[FGENCTKPICTQWPFVJGGPFQHVJGCXCPVICTFGFWGVQtQT
GXGPFGURKVGQHtVJCVTGƃGZKXGOQXGOGPVCPGYMKPFQHDNKPFPGUU
a blindness that drawing on Adorno we could dare call TGƃGZKXGQT
theoretical naïveté. 9JCVKUUVTKMKPIKUVJCVVJKUPGYMKPFQHPCËXGVÅt
YJKEJVQFC[VGPFUVQDGEWNVWTCNN[RGTEGKXGFCUUGNHGXKFGPVtEQTTG-
sponds to the historical moment in which art itself has ceased to be 
UGNHGXKFGPV6JCVKUVQUC[KVJCUDGGPHQTEGFVQTGDGNCICKPUVKVUQYP
concept; it has become “become uncertain of itself, right into its 
KPPGTOQUVƂDTGq9GJCXGCNTGCF[UGGPJQYYJCVCTVNQUGUYJGPKV
CDCPFQPUKVUUVCVGQHEWNVWTCNPCËXGVÅECPPQVDGEQORGPUCVGFD[KVU
autonomy, but to this loss we must now add another that concerns 
VJGXGT[RQUUKDKNKV[QHCTV#FOKVVGFN[YJCVGXGTKUYGCMGPGFKPCTV
is compensated by the growth and expansion—around the same 
years—of the institution of art. The “concept” of art is weakened, but 
its institutionalisation and, consequently, its apparatuses of social 
legitimation grow stronger. It is not surprising that at a moment 
YJGPTGƃGZKXGVJKPMKPIƂPFUKVGZVTGOGN[FKHƂEWNVVQCEEQWPVPQV
LWUVHQTVJGOGCPKPIQHCTVDWVCNUQQHHQTKVURWTRQUGU
Aesthetic 
TheoryRTQXKFGUIQQFGXKFGPEGQHVJKUYGƂPFCPGYMKPFQHPCËXGVÅ
VJCVCVVGORVUVQTGPQXCVGKVUEWNVWTCNUGNHGXKFGPEGCTGUVQTCVKQPQH
UGNHGXKFGPEGVJCVKPVJKUQEECUKQPYQWNFTGUVQPCJ[RGTVTQRJKGF
TGƃGZKXGTJGVQTKE5QVJCVQPEGCTVJCUDGGPTGFWEGFVQVJGinstitution 
of artVJGCTVKUVoUVCUMYQWNFDGNKOKVGFVQTGƃGEVKPIQPVJKUHCEVVQ
the practice of that which has come to be known as institutional cri-
tique. +PVJKUECUGQDXKQWUN[VJGCWVJGPVKEKV[GHHGEVYQWNFTGUVUQNGN[
QPVJGRGTUWCUKXGPGUUQHVJGVJGQTGVKECNtQTETKVKECNtFKUEQWTUGQH
the work. Again, too much theory, or too little, depending on how 
one looks at it.
#TVKUVUGPICIGFKPKPUVKVWVKQPCNETKVKSWGJCXGRTQXKFGFVJGOQUV
UGFWEVKXGFGHGPEGQHCTVKUVKETGUGCTEJCTQWPF6JGTGCTGVYQTGNCVGF
TGCUQPUYJ[#FQTPQoUCTIWOGPVUCTGTGNGXCPVJGTG1PVJGQPGJCPF
because of the important role that Critical Theory—and Adorno 
JKOUGNHCUCƂIWTGQHCWVJQTKV[tJCURNC[GFKPVJGTGPGYGFCPF 
7. Ibid., p. 2, the next few quotes are from the 
same source.
5. On the system of the Fine Arts and its peda-
IQIKECNOQFGNUUGG6JKGTT[FG&WXGFaire école 
(ou la refaire?): nouvelle édition revue et augmentée, 
)GPGXC .GU RTGUUGU FW TÅGN  URGEKCNN[
chapter 1.
6JGQFQT9#FQTPQAesthetic Theory, London: 
Continuum, 2004 [1970], p. 1.
+VKUUGNHGXKFGPVVJCVPQVJKPIEQPEGTPKPICTVKUUGNHGXKFGPVCP[OQTG
PQVKVUKPPGTNKHGPQVKVUTGNCVKQPVQVJGYQTNFPQVGXGPKVUTKIJVVQGZKUV
The forfeiture of what could be done spontaneously or unproblemati-
ECNN[JCUPQVDGGPEQORGPUCVGFHQTD[VJGQRGPKPƂPKVWFGQHPGYRQU-
UKDKNKVKGUVJCVTGƃGEVKQPEQPHTQPVU+POCP[TGICTFUGZRCPUKQPCRRGCTU
as contradiction.6
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self-complacent theoretical and critical PCËXGVÅQHCTVKPVJGNCUV
decades. On the other hand, because in his aesthetic theory we 
OKIJVƂPFCPGCTN[CTIWOGPVCICKPUVVJKUPGYPCËXGVÅVJCVJCU
made itself at home in the artworld, that today exhibits itself as 
UGNHGXKFGPV6JKUYQWNFDGVJGPQWTUGEQPFYQTMKPIJ[RQVJGUKU
autonomous art, in its most recent phase, after the weakening of 
VJGO[VJQHVJGCXCPVICTFGJCUFGXGNQRGFCPGYMKPFQHPCËXGVÅ
DCUGFQPVJGJ[RGTVTQRJKGFTJGVQTKEQHKVUTGƃGZKXGEJCTCEVGTJKFKPI
WPFGTCPGZRNKEKVN[VJGQTGVKECN
CPFRWTRQTVGFN[ETKVKECNNGIKVKOC-
tion, the radical precariousness and uncertainty of its task.
EXAMPLES
Contemporary artists are becoming epistemic tourists. Visiting any 
discoursive formationtDGKV#TV*KUVQT[.CECPKCP2U[EJQCPCN[UKU
2QUVUVTWEVWTCNKUV2JKNQUQRJ[)GPFGT8KUWCNQT2QUVEQNQPKCN5VWFKGU
5QEKQNQI[#PVJTQRQNQI[QT3WCPVWO2J[UKEUtCNNQYUCTVKUVUVQ
accrue a range of souvenirs that, on returning to the artworld, can 
UGTXGCUCUQWTEGCPFEQPEGRVWCNHQWPFCVKQPQHVJGKTYQTM6JKU
FQGUPQVRWVVJGOCVCFKUCFXCPVCIGPQVCVCNNOQTGQXGTVJKUKUPQV
necessarily a bad thing. If we accept that as far as tourism is con-
cerned the utopia of a world where “we are all tourist” has already 
DGGPTGCNKUGFVJGCFXCPVCIGUCPFFKUCFXCPVCIGUQHVJGUGGRKUVGOKE
VTCXGNUYKNNFGRGPF
CUKUVJGECUGYKVJCP[VQWTQPJQYVJG[CTG
approached. The danger resides in confusing the truth-content of 
the trip with the illusion of authenticity generated by the apparatus 
of tourism or, bringing the terms to our discussion, to confuse the 
truth-content of the artwork with the illusion of authenticity gener-
ated by the apparatus of the artworld.
And if we compare both apparatuses, the artworld’s is, at least, as 
CODKIWQWUCPFUJCF[CUVQWTKUOoU'CEJQHVJGOCTGDCUGFQPVJG
FGUKTGtJQYGXGTEQPUEKQWUtQHJCXKPICPpCWVJGPVKEGZRGTKGPEGq8 
+V KU U[ORVQOCVKE VJCV CHVGT VJGFKUGPEJCPVOGPVQH VJG CXCPV
garde at the beginning of the 1970s and the consequent occlusion 
QHVJGUQEKCNJQTK\QPQHVJGTGXQNWVKQPCT[O[VJVJGOQUVUGFWE-
VKXGRQUKVKQPVJGQPGVJCVJCUICKPGFVJGOQUVETGFKDKNKV[KPVJG
OCKPUVTGCOKUVJGQPGYGJCXGLWUVFGUETKDGFVJGQPG6JKGTT[FG
&WXGECNNUVJGcritical attitude1XGTVKOGVJKURQUKVKQPJCUEQOGVQ
DGEQPƃCVGFYKVJCUKORNGCPFPQOKPCNartistic attitude.99JCVKU
XCNWGFKUPQNQPIGTVJGCTVKUVoUtalent—as was the case at the time 
of the academy—nor the artist’s creativity —according to a romantic 
OQFGNKPJGTKVGFD[VJGCXCPVICTFGU9KVJVJGEQNNCRUGQHVJGITGCV
OQFGTPPCTTCVKXGUVJGQTKUGFD[RQUVTWEVWTCNKUVCPFPGQOCTZKUV
VJKPMGTUVJGKFGCQHETGCVKXKV[DGECOGUWURKEKQWUCPFKFGQNQIKECNN[
unsustainable. Before it was rejected by the detached irony of late-
OQFGTPVJQWIJVETGCVKXKV[JCFHWPEVKQPGFCUCMG[UVQPGQHGOCP-
EKRCVGFNCDQWTHQTCP[RGFCIQIKECNRWTUWKVNKPMGFVQCTGXQNWVKQP-
ary utopian project. But from the 1970s onwards, the “authenticity 
effect” of the artwork starts to rest on an extremely malleable and 
ultimately empty concept, that of attitude. The artist’s task is no 
NQPIGTQPGQHKPXGPVKQPKPUVGCFKVKUTGEQPEGKXGFCUVJGKPVGTTQICVKQP
of his or her own “world”, the critique or deconstruction of an art 
PQYWPFGTUVQQFCUKPUVKVWVKQP/GCPYJKNGVJGEQPEGRVQHETGCVKX-
KV[JCUGXQNXGFUJGFFKPIKVUKPKVKCNWVQRKCPEQPVGPVVQQXGTNCRYKVJ
PWOGTQWUCRRGCNUVQVJGETGCVKXGEJCTCEVGTQHCpPGYqECRKVCNKUO 
6JGRTQDNGOYKVJUGXGTCNYQTMURTQFWEGFYKVJVJKUcritical atti-
tude is that they seem to be based on an ideological truth-principle 
VJCVECPQPN[DGETKVKSWGFQPVJGDCUKUQHVJGRQNKVKECNTGNGXCPEG
8. On tourism and its apparatus of authenticity, 
see Dean MacCannell, The Tourist: A new theory 
of the leisure class, .QU #PIGNGU 7PKXGTUKV[ QH
%CNKHQTPKC2TGUU=?
&G&WXGR
of their discourse. In this way, political correctness automatically 
guarantees artistic correctness and the work as such can entrench 
itself behind the protecting shield of the unquestionable “truth” it 
appeals to. To deride such work would supposedly imply support-
ing a politically antagonistic position to that expressed in the work. 
$WVQDXKQWUN[YGUJQWNFCNUQFKUVKPIWKUJJGTGDGVYGGPYJCVVJG
artist says and what he or she does. Otherwise we would incur in 
an intentional fallacy produced by the mirage of theory/ideology. 
The reception of Beuys would be a case in point—one can main-
tain a healthy scepticism towards the theoretical soundness of his 
UGTOQPUQPUQEKCNUEWNRVWTGCPF[GVCRRTGEKCVGVJGXCNKFKV[QHJKU
YQTMQTXKEGXGTUC#PGZVTGOGGZCORNGQHVJGGZEGUUGUQHVJKUETKVK-
cal attitude would be the work Marx Lounge by Alfredo Jaar, recently 
UJQYPCVVJG%##%KP5GXKNNG10 The work consists, literally, of a red 
TQQOYKVJCVCDNGQPYJKEJYGƂPFDQQMUD[/CTZCPFQP/CTZ 
+VKUVJGPCPKPXKVCVKQPD[VJGCTVKUVVQTGCFUQOGRQNKVKECNVJGQT[
But asides from the gesture of placing some Marxist texts in a muse-
um run by the Junta de Andalucía, the artist offers no other media-
tion than the simple actQHKPXKVKPIWUVQTGCF#OGTGN[VQMGPKUVKE
KPXKVCVKQPIKXGPJQYKPCRRTQRTKCVGVJGNQECVKQPKUHQTTGCFKPI9G
immediately encounter a manifest contradiction between what the 
YQTMKUCPFYJCVKVVTKGUVQFQDWVKVUHCKNWTGVQRTQXKFGCpTCFKECNq
political testimony resides in its anachronistically romantic and 
essentialist attitude, in the patronising relationship that the authors, 
CUVJGMPQYGTQHpVTWVJq
KPVJKUECUGCUQEKCNVTWVJCVVGORVUVQ
establish with his audience. The artist is thus turned into a teacher 
CPFVJGXKUKVQTtKHYKNNKPIVQHQNNQYJKUICOGtKPVQCFKUEKRNKPGF
UVWFGPV*GRTGRCTGUWUHQTQWTNGUUQP
QTTGCFKPICPFQHHGTUWU
a stage in which to carry out some “research” or some political 
pTGƃGEVKQPqWPFGTVJGWODTGNNCQHETKVKECNVJQWIJV6JGTGKUPQ
FCPIGTJGTGPQCWVQOCVKUOKUDTQWIJVKPVQETKUKU0QVJKPICDQWV
this work, with all its banality and the comfortable and ambiguous 
TGNCVKQPUJKRUtU[ODQNKEKPUVKVWVKQPCNCPFKPVGTUWDLGEVKXGtKVGUVCD-
NKUJGUECPDGUCKFVQJCXGOQXGFVJKPIUVQYCTFUCETKVKECNUVCVG
GURGEKCNN[KPYJCVEQPEGTPUKVURWVCVKXGGOCPEKRCVQT[EJCTCEVGT
To conclude, let us think of an interesting artist who is engaged in 
institutional critique and is an open supporter of artistic research, 
*KVQ5VG[GTN#ICKPYGUJQWNFUGRCTCVGJGTGVJGXCNWGVJCVYGUGG
KPJGTYQTMHTQOVJGXCNKFKV[VJCVYGITCPVVQJGTtheory. In a widely 
read text from 2010 she suggests that we approach artistic research 
HTQOVJGRGTURGEVKXGQHEQPƃKEVQTpQTOQTGRTGEKUGN[QHUQEKCN
struggles”.11+PVJKUUGPUGEWTTGPVFGDCVGUJCXGPQVVCMGPQPDQCTF
the legacy of an international history of artistic research, under-
UVQQFtRCEG2GVGT9GKUUtCUCPpCGUVJGVKEUQHTGUKUVCPEGq#OQPI
its precedents this leads to methods of artistic research linked to 
UQEKCNQTTGXQNWVKQPCT[OQXGOGPVUUWEJCUVJQUGQH4WUUKCPHQTOCN-
ism, the photojournalism of the Farm Security Administration, Hans 
4KEJVGToUƂNOGUUC[UCPFVJGCPVKEQNQPKCNTGUKUVCPEGQH%JTKU/CTMGT
and Alain Resnais, Adorno’s Essay as Form, the Situationist derive, cut-
WRUFGEQPUVTWEVKXGCPFUWTTGCNKUVCPVJTQRQNQI[QTCNJKUVQT[GVE
9JCVYQWNFNKPMVJGUGFKHHGTGPVOQFCNKVKGUQHTGUGCTEJYQWNF
DGVJGKTRQNKVKECNNKPMCRQNKVKECNHWPEVKQPVJCVXCNKFCVGUVJGOCU
an attitude, without any greater ideological subtlety. At no point, 
JQYGXGTKUVJGUGPUGKPYJKEJVJGVGTOpTGUGCTEJqKUDGKPIWUGF
ENCTKƂGF126JCVCTVECPJCXGVJCVHWPEVKQPKUVCMGPCUCUGNHGXKFGPV
consequence of its critical or political nature. Artistic research—and 
by extension art as a discipline—would then be subordinated to the 
10. See, http://www.juntadeandalucia.es/
cultura/caac/programa/jaar11/frame.htm 
=TGVTKGXGFQPth July 2010].
11. Hito Steyerl, “Aesthetics of Resistance? 
#TVKUVKE4GUGCTEJCU&KUEKRNKPGCPF%QPƃKEVqKP
MaHKUzine. Journal of Artistic Research 8, winter, 
2010. 
JVVRYYYOCJMWPNFQYPNQCFOC*-7\KPG 
_web.pdf =TGVTKGXGFQPth July 2010].
+PVJGCDUEGPUGQHCFGƂPKVKQPYGCTGQHHGTGF
an example, a work by the author, The Building 
from 2009. In order to produce this work she 
ECTTKGFQWVTGUGCTEJQPVJGVTCEGUQHUNCXGNCDQWT
WUGFD[VJG0C\KUVQEQPUVTWEVVJGDWKNFKPIVJCV
today houses the Art Academy in Linz, a city 
VJCVYCUKP'WTQRGCP%KV[QH%WNVWTG6Q
FKUEQXGTVJCVVJGTCFKCVQTUKPVJGDWKNFKPIEQWNF
JCXGJCFVJGKTQTKIKPKPVJGFKUOCPVNGFEQPEGP-
tration camp of Mauthausen is, needless to say, 
CXGT[TGNGXCPVHCEVHQTNQECNJKUVQTKCPUCPFKV
ECPEGTVCKPN[DGVJGQEECUKQPHQTVJGFGXGNQR-
ment of a literary or artistic work. But in itself, 
YKVJQWV HWTVJGT FKUEWTUKXG CTVKEWNCVKQP KV
cannot be understood as research—in the sense 
QH QHHGTKPI VJG FGOQPUVTCVKQP QT FGHKPKVKXG
KPXCNKFCVKQPQHCJ[RQVJGUKUUQCUVQEQPVTKDWVG
to a reasoned knowledge of the world. This is 
simply because there is nothing to demonstrate 
there regarding the knowledge of local political, 
social or cultural history. It merely shows or 
RQKPVUVQCUKIPKƂECPVHCEVQHVJGURGEKƂERCUV
of a public building. Here research in the disci-
plinary or academic sense is confused with the 
MKPFQHKPSWKTKGUECTTKGFQWVD[FGVGEVKXGUCPF
the police. The latter are always tied to a case, 
DWVPGXGTJCXGCP[FGOQPUVTCVKXGXCNWGIGPGT-
CNKUCDNGDG[QPFVJCVURGEKƂEevent. Indeed this 
latter sense of research, as far as it does not 
attempt to pass itself as a disciplinary method-
QNQI[FQGUUJCTGCPWODGTQHCHƂPKVKGUYKVJ
artistic practice.
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political orientation of the artist. This is really rather problematic 
as becomes clear when we compare what passes as credible in the 
artworld with what passes as credible in academia. For starters, a 
Fine Arts faculty based on this disciplinary model would be the only 
one to justify its research programme on the basis of a distinction 
between politically engaged students of the right inclination and 
VJGTGUV9GYQWNFUVKNNPGGFVQFKUEGTPJQYVJKURQNKVKECNEQTTGEV-
PGUUEQWNFDGCFOKPKUVTCVKXGN[GUVCDNKUJGF
But let us focus on a single paragraph in which the main contra-
dictions of this modality of research come to the fore. After defend-
ing that all artistic research is an act of translation, the author 
asserts that “so called autonomous artworks” also translate from 
QPGNCPIWCIGVQCPQVJGTCNVJQWIJpVJG[JCXGPQRTGVGPUGYJCVUQ-
GXGTVQRCTVCMGKPCP[MKPFQHTGUGCTEJq6JKUFQGUPQVOGCPVJCV
VJG[ECPPQVDGSWCPVKƂGFQTVCMGRCTVKPFKUEKRNKPCT[RTCEVKEGU
9JCVFKUVKPIWKUJGUVJGUGYQTMUKUVJCVVJG[FQPQVpLGQRCTFK\GVJG
FKXKUKQPQHNCDQTGUVCDNKUJGFDGVYGGPCTVJKUVQTKCPUCPFICNNGTKUVU
between artists and researchers, between the mind and senses.” 
The paragraph ends with the following sentence: “In fact, a lot of 
VJGEQPUGTXCVKXGCPKOQUKV[VQYCTFUCTVKUVKETGUGCTEJUVGOUHTQOC
feeling of threat, because of the dissolution of these boundaries, and 
VJKUKUYJ[CTVKUVKETGUGCTEJKUQHVGPFKUOKUUGFKPGXGT[FC[RTCEVKEG
as neither art nor research.”
As we can see, a difference is established between autonomous 
non-researching art and art research committed to social struggles. 
It is an old polemic that now returns under the guise of a discipli-
PCT[FGDCVG+PCWVJGPVKECTVVJCVFQGUPQVpLGQRCTFK\GVJGFKXKUKQP
of labor” would be autonomous, while authentic art would be the 
one that carries out political “research”. But in trying to distinguish 
KPVJKUOCPPGTCWVQPQOQWUCTVHTQOCNNQVJGTCTVUJGQXGTNQQMUC
fundamental difference, the one that makes of art itself an autono-
OQWUpYQTNFq6JGCWVQPQO[QHCTVYKNNPGXGTFGRGPFQPVJGIQQF

QTDCFKPVGPVKQPUQHVJGCTVKUV6JGCWVQPQO[QHCTVKUCUQEKCNHCEV
'ZRNKEKVN[RQNKVKECNCTVCNUQTGOCKPUCWVQPQOQWUHTQOCEWNVWTCN
RGTURGEVKXG#PFPGGFNGUUVQUC[CYQTMoUCTVKUVKECPFRQNKVKECN
XCNWGUECPPQVFGRGPFQPVJGFGITGGQHKPXQNXGOGPVQHJKUQTJGT
author with “social struggles”. Artistic mediation makes manifest 
something that remains hidden in social life, its task is not the 
FGOQPUVTCVKXGGPWPEKCVKQPQHCP[CURGEVQHVJGTGCN6JGTKUMQHVJKU
position is that it contributes to the illusion—for as long as we carry 
QPVCNMKPICDQWVCTVtVJCVVJGCUUGTVKXGattitude of the artist can, in 
KVUGNHCUKHD[OCIKELGQRCTFKUGPQNGUUVJCPVJGFKXKUKQPQHNCDQWT
Denying that art is research, asserting that its nature is alien or 
GXGPEQPVTCT[VQVJCVRTQEGFWTGFQGUPQVPGEGUUCTKN[KORN[CRQNKVK-
ECNN[EQPUGTXCVKXGRQUKVKQPQTCHGCTQHVJGFKUUQNWVKQPQHDQTFGTU13 
On the contrary, such an assertion might be founded on the suspi-
cion, reinforced by the way the term artworld has become natural-
ised, that such a belief is just the product of a new and generalised 
HQTOQHPCËXGVÅVJCVKPRTCEVKEGKUXGT[FKHƂEWNVVQFKUVKPIWKUJHTQO
OGTGE[PKEKUO6JKUKUCPGYOQFCNKV[QHUGNHGXKFGPEGVJCVHWNƂNU
the ideological role that allows the artworld to boast a social role 
CPFIGVGZEKVGFCDQWVVJGITCVKƂECVKQPQHCPpCWVJGPVKEGZRGTKGPEGq
the one complacently offered by its critical rhetoric. Meanwhile in 
museums and art centres, art fairs and biennials and also in the 
faculties and schools of art we rush to accredit what we all take 
for granted by now, that in the horizon of the artistic a new myth-
KECNHWPEVKQPJCUCTKUGPYJKEJOKIJVJGNRWUTGEQXGTVJGUQEKCN
ETGFKDKNKV[YGJCXGNQUV KPVJGNCUVFGECFGU VJGart of research. 
&T(CWUVTQNNJCFCNTGCF[RTQRJGUKUGFKVFGURKVGGXGT[QPGTGCFKPI
JKOCUCLQMGp2CVCRJ[UKEUKUVJGUEKGPEGQHKOCIKPCT[UQNWVKQPU
which symbolically attributes the properties of objects, described by 
VJGKTXKTVWCNKV[VQVJGKTNKPGCOGPVUq14#FGƂPKVKQPVJCVECPƂPCNN[
be reconciled with the new jargon of artistic research projects in 
4&+VYQWNFEGTVCKPN[VCNN[YKVJVJGYC[5VG[GTNEQPENWFGUJGT
VGZVLWUVKPVJGPGZVRCTCITCRJYJGPUJGEQPƂTOUVJCVCTVKUVKE
research, asides from amounting to an “aesthetics of resistance” 
produces “a pull towards the production of applied or applicable 
MPQYNGFIGCTVYJKEJECPDGWUGFHQTGPVTGRTGPGWTKCNKPPQXCVKQP
social cohesion, city marketing, and thousands of other aspects of 
cultural capitalism.”
13. A well-known example, Histoire(s) du cinéma 
D[)QFCTF
FQGUPQVDGNQPIVQVJG
FKUEWTUKXGHQTOCVKQPQHVJG*KUVQT[QH%KPGOC
QT%QPVGORQTCT['WTQRGCP*KUVQT[sKVKUSWKVG
QDXKQWUN[CƂNOIt is certainly true that one can 
learn more about History and Cinema by watch-
KPIVJKUƂNOVJCPD[TGCFKPIFKUEKRNKPGFCPF
methodical treatises on the History of Cinema. 
But this is not because Histoire(s) constitutes 
a research in the academic sense, but rather 
because it offers us another way of understand-
ing the slippages, breaks and automatisms of 
disciplinary discourses. Or to put it another 
YC[VJKUKUDGECWUGKVKUCXGT[CEEQORNKUJGF
work of artistic mediation.
14. Alfred Jarry, Exploits & Opinions of Dr. Faustroll, 
Pataphysician VTCPU 5KOQP 9CVUQP 6C[NQT
$QUVQP'ZCEV%JCPIG=?R
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